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Notes  to  the  Catalogue  and  Abbreviated  Sources 


This  catalogue  is  di\/icled  into  two  x'olumes.  The  first  is  composed 
of  essays  on  125  paiticularly  significant  Ameiican  paintings  in  the 
collection  of  the  Nelson-Atkins  Museum  of  Art.  The  second  vol- 
ume offers  detailed  documentation  of  all  266  Ameiican  paintings 
in  the  Museum's  collection. 

Entries  are  ordered  alphabetical!)'  l)v  artist,  with  paintings  by 
unknown  artists  at  tlie  end.  Multiple  pahrtings  by  the  same  aitist 
appear  in  chronological  order. 

Object  info]-mation  in  the  second  volume  is  arranged  as 
follows: 

Artist's  name,  followed  bv  life  dates  in  parentheses 
Title,  followed  by  date 
Alternati\'e  titles 
Medium  and  support 

Dimensions  in  inches  followed  bv  centimeters  in 

parentheses;  height  precedes  width 
Signatures  and/or  inscriptions 
Credit  line  and  accession  number 

In  most  cases,  the  earliest  known  title  of  the  painting  is  used  as 
the  primaiy  title.  A  h)^ihenated  date  (e.g.,  1910-20)  means  tliat  the 
work  was  begun  and  finished  wathin  this  time  frame.  Single  dates 
given  with  a  "c."  (circa)  indicate  that  die  painting  was  likely  exe- 
cuted within  a  span  of  five  years  preceding  or  following  the  date.  A 
span  of  dates  accompanied  by  "c."  indicates  diat  the  painting  was 
executed  sometime  widiin  those  years.  The  designation  "n.d."  (no 
date)  means  that  no  date  could  confidently  be  ascribed  to  the  work. 
Paintings  executed  as  a  paii"  or  series  generally  share  provenance, 
exliibition  histories,  and  i-eferences;  these  are  listed  collectively  fol- 
lowing the  last  painting  in  the  set.  A  t  following  the  date  indicates 
that  an  essay  about  this  painting  appears  in  Volume  1. 

Technical  Notes:  Technical  descriptions  of  the  objects,  written  by 
Randall  R.  Griffey  and  Lauren  Lessing,  and  based  on  examina- 
tions by  Maiy  Schafer. 

Provenance:  A  complete  record  of  known  ownership  beginning, 
when  possible,  witli  the  first  owner  after  the  artist.  Names  of 
dealers  and  auction  liorrses  appear  widiin  parentheses.  The 
word  to  before  an  owner's  name  indicates  dirc'ct  passage  from 
the  pi'evious  owner.  Each  owner's  name  is  followed  by  city  of 
residence,  his/her  relationship  to  the  prexdous  owner  if  relevant, 
the  means  by  which  the  work  was  obtained  (e.g.,  by  descent), 
and  the  date  of  acquisition,  if  known. 

Related  Works;  Only  works  that  are  preparatoiy  to  or  othei-vvise 
directly  related  to  the  painting  are  listed.  Copies  are  included 
only  if  they  are  by  tlie  artist's  own  hand  or  if  diey  are  historically 
important. 


Exhibitions:  All  known  exhibitions  ai-e  listed  chronologically  by 
institution,  city,  title  of  exliibition,  dates,  and  catalogue  numbc]; 
if  applicable.  When  titles  of  exliibitions  have  been  extrapolated 
from  pubUshed  re\aews,  they  appear  in  brackets.  If  an  exhi- 
bition traveled,  this  is  indicated  in  parentheses  foUoNving  its 
dates.  If  no  acconipan)-ing  exhibition  catalogue  was  published, 
"no  cat."  follows  the  citation.  If  the  exhibition  was  accompa- 
nied by  a  catalogue,  the  bibliographic  citation  is  included  in  the 
References. 

References:  A  record  of  all  published  references  to  the  paiiiting 
and  selected  important  unpubfished  references  are  listed  in 
chroncdogical  order.  For  literature  published  wdthin  the  same 
yeai;  the  citations  are  ordered  by  specificity  of  date:  month  and 
day,  followed  by  month  only,  followed  bv  year  onh--.  Within  these 
groupings,  citations  are  an-anged  alphabetically  by  author.  If  the 
painting  appears  in  a  publication  under  an  alternative  title,  this 
title  is  listed  in  parentheses  following  the  citation. 

Frequently  cited  publications  of  the  Nelson-Atkins  Museum  of 
Art  are  abbreviated  as  NAMA  followed  by  the  date  of  publication. 
For  ease  of  reference,  NAMA  is  used  for  all  these  abbreviations 
though  the  Museum's  name  has  changed  since  its  opening:  The 
William  Rockhill  Nelson  Calleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts  (1933-82);  and  The  Nelson-Atkins  Museum  of  Art 

(1983-)- 

NAMA  1933  Handbook  of  the  William  Rockhill  Nelson  Gallenj 
of  An.  Kansas  Cit)/,  Mo.:  William  Rockhill  Nelson  Calleiy  of  Art 
and  Maiy  Atkins  Museum  of  Fine  Arts,  1933. 

NAMA  1940  The  William  Rockhill  Nelson  Gallenj  of  Aii  and 
Marij  Atkins  Museum  of  Fine  Arts:  Founders  and  Benefactors. 
Kansas  City,  Mo.:  William  Rockhill  Nelson  Calleiy  of  Art  and 
Mary  Atldns  Museum  of  Fine  Arts,  1940. 

NAMA  1941  The  William  RockJiill  Nelson  Collection.  2nd  ed. 
Kansas  City,  Mo.:  William  Rockhill  Nelson  Calleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts,  1941. 

NAMA  1949  The  Williani  Piockhill  Nelson  Collection.  3rd  ed. 
Kansas  City  Mo.:  William  Rockhill  Nelson  Calleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts,  1949. 

NAMA  1959  Handbook  of  die  Collections  in  die  William  RockJiill 
Nelson  Gallcri/  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts. 
4th  ed.  Kansas  City,  Mo.:  William  Rockhill  Nelson  Cralleiy  of 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  1959. 

NAMA  1966  Homage  to  Effe  Seachrest.  Exh.  cat.  Kansas  City, 
Mo.:  William  Rockhill  Nelson  Calleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  1966. 
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NAM  A  1973  Taggart,  Ross  E.,  and  George  L.  McKenna,  eds. 
Arts  of  liic  Occident.  Vol.  1.  Handbook  of  the  CoUeciions  in 
the  William  Rockhill  Nelsoi}  Gallenj  of  Art  and  Mary  Atkins 
Museum  of  Fine  Arts,  ^th  ed.  Kansas  City,  Mo.:  William  Rock- 
hill  Nelson  Galleiy  of  Art  and  Maiy  Atldns  Museum  of  Fine 
Arts,  1973. 

NAMA  1974  Thomas  Hart  Benton:  A)}  Artists  Selection, 
igo8-ig.  Exh.  cat.  Kansas  Cit)',  Mo.:  William  Rockhill  Nel- 
son Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts, 

1974- 

NAMA  1977  Kaleidoscope  of  American  Painting:  Eighteenth 
and  Nineteentli  Centuries.  Exh.  cat.  Kansas  City,  Mo.:  William 
Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts,  1977. 

NAMA  1987  A  Bountiful  Decade:  Selected  Acquisitions,  1977- 
igSy.  Exh.  cat.  Kansas  City,  VIo.:  Nelson-Atkins  Museum  of 
Art,  1987. 

NAMA  1988  Goheen,  Ellen  R.  The  Collections  of  the  Nelson- 
Atkins  Museum  of  Art,  New  York:  Hariy  N.  Abrams,  in  associa- 
tion with  Nelson-Atkins  Museum  of  Art,  1988. 

NAMA  1989a  Adams,  Hemy.  Thomas  Hai1  Benton:  An  American 
Original.  Exh.  cat.  New  York:  Knopf.  1989. 

NAMA  1989I)  Tliomas  Hart  Benton:  An  American  Original. 
Kansas  Citv,  Mo.:  Nelson-Atldns  Museum  of  Art,  1989  (pub- 
hshed  checklist). 

NAMA  1991  Adams,  Heniy.  Handbook  of  American  Paintings 
in  the  Nelson-Atkins  Museum  of  Art.  Kansas  City,  Mo.:  Nelson- 
Atkins  Museum  of  Art,  1991. 

NAMA  1993a  Ward,  Roger,  and  Patricia  |.  Fidler,  eds.  The 
Nelson-Atkins  Museum  of  Ah:  A  Haiidbook  of  the  Collections. 
6th  ed.  New  York;  Fludson  Hills  Press,  in  association  with 
Nelson-Atkins  Museum  of  Art,  1993. 

NAMA  1993b  Chuixhman,  Michael,  and  Scott  Erbes.  High 
Ideals  and  Aspirations:  The  Nelson-Atkins  Museum  of  Art 
1933-1993-  Kansas  City,  Mo.:  Nelson-Atkins  Museum  of  Art, 
1993- 
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Catalogue  of  American  Paintings  to  i  q4S 


George  Copeland  Ault  (1891-1948) 
January  Full  Moon,  1941  + 

Oil  on  canvas 

20V4  X  26%  in.  (51.4  X  67  cm) 

Signed  and  dated  lower  right:  G.C.Ault  41. 

Purchase:  Nelson  Trust  (by  exchange),  91-19 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  to  an  addi- 
tional fabric  vwth  what  is  probably  a  glue-based  adhesive.  It  is  not 
possible  to  determine  whether  the  opaque,  off-white  ground  was 
artist-applied,  as  the  tacking  margin  has  been  removed  and  the 
edges  covered  with  brown  paper  tape.  Infrared  reflectography  was 
unable  to  penetrate  the  paint  layers  and  confirm  or  disprove  the 
presence  of  an  underdrawing.  Ault  rendered  the  landscape  with 
thin,  fluid,  opaque  paint  layers  that  he  blended  to  create  a  smooth, 
even  surface.  Some  low  ridges  of  paint  were  formed  along  the 
edges  of  the  roof,  barn,  and  medium  gray  shadows  on  the  snow. 
Ault  made  slight  adjustments  to  the  edge  of  the  shadow  of  the 
barn  using  white  paint,  and  in  some  areas,  the  underlying  gray 
paint  remains  slightly  visible.  The  texture  of  the  canvas  weave  is 
prominent.  Despite  the  presence  of  two  horizontal  stretcher  cracks 
and  some  pinpoint  areas  of  paint  loss  and  retouch,  the  painting  is 
in  excellent  condition  overall.  A  somewhat  larger  area  of  retouch 
is  visible  in  the  snow.  The  varnish,  which  is  probably  a  synthetic 
resin,  is  slightly  dark  and  discolored,  and  there  appears  to  be  a 
small  amount  of  residual  grime  under  the  varnish,  particularly  in 
the  region  of  the  signature. 

Provenance 

To  Dr.  Virginia  Alekian,  Woodstock,  N.Y.,  1942;  to  Mr.  and 
Mrs.  Charles  Dickman,  Saugerties,  N.Y.,  by  descent,  1973;  to 
(Zabriskie  Gallery,  New  York,  1973);  Mr.  and  Mrs.  Raymond  J. 
Learsy,  New  York,  by  1977;  (Hirschl  &  Adler  Galleries,  New  York, 
1991);  to  NAMA,  1991. 


Exhibitions 

Albany  Institute  of  History  and  Art,  N.Y.,  Artists  of  the  Upper 
Hudson:  6th  Annual  Exhibit,  May  1941,  no.  3;  Whitney  Museum 
of  American  Art,  New  York,  George  Ault:  Nocturnes,  7  December 
1973-6  January  1974,  no.  28;  Whitney  Museum  of  American  Art, 
New  York,  20th-century  American  Art  from  Friends'  Collections, 
27  July-27  September  1977,  unnumbered;  Heckscher  Museum, 
Huntington,  N.Y.,  The  Precisionist  Painters,  1Q16-1Q4Q:  Interpre- 
tations of  a  Mechanical  Age,  7  July-20  August  1978,  unnumbered; 
Haus  der  Kunst,  Munich,  Amerikanische  Malerei,  ig^o-igSo, 
14  November  1981-31  Januaiy  1982,  no.  30;  Hood  Museum  of 
Art,  Dartmouth  College,  Hanover,  N.H.,  Winter,  1  Februaiy-16 
March  1986,  no.  68;  Whitney  Museum  of  American  Art  at  Equi- 
table Center,  New  York,  George  Ault,  8  April  1988-11  June  1989 
(traveled),  unnumbered;  Hirschl  &  Adler  Galleries,  New  York, 
Counterpoint:  Two  Centuries  of  Masters,  21  April-8  June  1990, 
no.  26. 

References 

Artists  of  the  Upper  Hudson:  6th  Annual  Exhibit,  exh.  cat.  (Albany, 
N.Y.:  Albany  Institute  of  History  and  Art,  1941),  unpaginated; 
James  R.  Mellow,  "A  Successful  Escape  into  Night,"  New  York 
Times,  16  December  1973,  D25  (as  January,  Full  Moon);  George 
Ault:  Nocturnes,  exli.  cat.  (New  York:  Whitney  Museum  of  Ameri- 
can Art,  1973),  unpaginated;  Roberta  Smith,  "Reviews:  Lee  Kras- 
ner,  the  Whitney  Museum;  George  Ault,  the  Whitney  Museum; 
Alex  Katz,  Marlborough  Gallery,"  Artforum  12  (March  1974), 
73-74;  20th-century  American  Art  from  Friends'  Collections,  exh. 
cat.  (New  York:  Whitney  Museum  of  American  Art,  1977),  unpagi- 
nated; The  Precisionist  Painters,  iqi6-iq4Q:  Interpretations  of  a 
Mechanical  Age,  exli.  cat.  (Huntington,  N.Y.:  Heckscher  Museum, 
1978),  24;  Louise  Ault,  Ariist  in  Woodstock:  George  Ault;  The 
Independent  Years  (Phfladelphia:  Dorrance  &  Company  1978), 
128-30,  175-76;  Amerikanische  Malerei,  ig:^o-ig8o,  exh.  cat. 
(Munich:  Haus  der  Kunst,  1981),  46,  48-49;  Donald  Hall,  "Warm- 
ing to  the  Cold  and  Snow:  The  Satisfactions  of  a  New  Hampshire 
Winter,"  Haqjer's  272  (Februaiy  1986),  53;  Winter,  exh.  cat. 
(Hanover,  N.H.:  Hood  Museum  of  Art,  Dartmouth  College,  1986), 
116;  Susan  Lubowsky,  George  Ault,  exli.  cat.  (New  York:  Whitney 
Museum  of  American  Art  at  Equitable  Center,  1988),  34-35,  37, 
53;  Counteqxnnt:  Two  Centu  ries  of  Masters,  exh.  cat.  (New  York: 
Hirschl  &  Adler  Galleries,  1990),  46-47;  NAMA  1991,  175-76; 
Alice  Thorson,  "Nelson  Fills  a  Modernist  Gap,"  Kcmsas  City  Star, 
12  January  1992,  Ii,  I3;  Heniy  Adams,  "American  Modernist  Work 
Enters  Collection,"  Calendar  of  Events  (Nelson-Atkins  Museum  of 
Art),  January-Februaiy  1992,  1-2;  Henry  Adams,  "George  Ault, 
January  Fidl  Moon,"  American  Art.  Review  5  (Summer  1992),  77, 
154;  NAMA  1993a,  250;  Journal  of  the  American  Medical  Associa- 
tion -zj^  (3  JanuaiT  1996),  4,  cover 
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Amanda  Petronella  Austin  (1859-1917) 

The  Artists  Niece,  Miss  Mary  Christine  Austin, 
c.  1887-88 

Oil  on  canvas 

53I/8  X  33  in.  (134.9  X  83.8  cm) 
Signed  lower  right:  Amanda  P.  Austin. 
Bequest  of  Miss  Maiy  C.  Austin,  R67-17 

Technical  Notes 

The  unlined,  medium-weave  canvas  has  sliibs  and  irregularities  in 
its  weave  and  is  unUned.  The  tacking  margins  are  intact  and  the 
stretcher  is  original.  It  was  probably  commercially  primed  with 
an  opaque,  off-white  ground.  No  underdrawing  is  apparent  under 
visible  hght.  Austin  rendered  the  portrait  primarily  with  thin, 
pastelike  paint  and  loose  brushstrokes.  Thick  paint  and  moderate 
impasto  are  present  in  the  foreground  foHage.  Some  flesh-colored 
paint  faintly  visible  beneath  the  green  background  paint  suggests 
that  Austin  reduced  the  width  of  the  proper  right  elbow.  Local- 
ized areas  of  the  figure  display  small  amounts  of  fifting  and  tenting 
paint.  The  surface  of  the  composition  is  darkened  by  dirt,  grime, 
and  splatters;  a  chalky,  light  blue  effluorescence  appears  on  the 
bottom  edge.  Slightly  cupped  mechanical  cracks  have  developed 
overall.  The  surface  appears  to  be  unvarnished. 

Provenance 

To  Joseph  W.  Austin,  c.  1888;  to  Maiy  Christine  Austin,  by  descent; 
to  NAMA,  1967. 

Exhibition 

Probably  California  State  Fair,  12-21  September  1889,  no.  151  (as 
Childhood's  Ha])pij  Honrs). 


References 

Probably  "Review  of  the  Art  Treasures  in  the  Pavilion,"  Sacramento 
Daily  Record-Union,  15  September  1889,  3  (as  Childhood's  Happy 
Honrs);  probably  "In  the  Art  Gallery,"  San  Francisco  Examiner, 
16  September  1889,  2  (as  Childhood's  Happy  Hours);  Margaret 
Kreiss,  "Pencil  Me  In,"  Sacramento  Bee,  21  February  1971,  W2. 


Calvin  Balis  (1817/18-1863) 

George  and  Emma  Eastman  ,  1850  -f 
(A  Fashionable  Inn) 

Oil  on  canvas 

53%  X  eeVs  in.  (136.8  X  167.9  cm) 

Signed,  dated,  and  inscribed  on  verso  before  lining  lower  right:  C  Balis 
Pinxit  /Aug  1850  /  Geo.  6  ys  &  Emma  4  years  /  [line  drawing  of  a  palette 
with  brushes  and  illegible  words  inscribed  inside] 
Purchase:  Nelson  Trust,  33-43 

Technical  Notes 

Museum  conservation  staff  removed  a  glue-based  lining  from  the 
fine,  tightly  woven  canvas  support  in  1970  and  refined  it  using 
a  wcix-based  adhesive.  Creases  formed  during  this  process  were 
somewhat  reduced  by  a  second  refining  in  1973.  Approximately 
'/o  inch  of  the  painted  image  is  present  on  the  right  tacking  edge 
where  the  painting  was  slightly  reduced.  Balis  appears  to  have 
painted  directly  on  unprimed  canvas.  Infrared  reflectography 
reveals  a  few  faint  gi-aphite  lines  in  the  children's  faces  and  the 
boy's  cofiar,  but  no  other  underdrawing  is  apparent.  Bafis  rendered 
the  scene  wdth  layers  of  thin,  opaque  paint  and  transparent  glazes. 
The  paint  surface  is  smooth  overall  with  no  impasto,  and  the  fine 
texture  of  the  canvas  is  apparent  throughout.  Bafis  appears  to  have 
ovei-painted  a  group  of  trees  that  are  now  \asible  in  the  garden, 
and  he  shifted  the  left  chimney  on  the  white  house  to  the  left. 
The  original  chimney  remains  slightly  visible.  A  fine  craquelure 
pattern  is  evident  overall  and  stretcher  cracks  appear  at  the  perim- 
eter edges.  Numerous  losses  of  paint  have  occurred.  These  were 
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retouched  \\dthout  the  use  of  fill  material  and  have  become  discol- 
ored. A  large  section  of  ovcqoaint  is  located  in  the  grassy  area  of 
the  central  background.  Paint  abrasion  from  oveix'leaning  is  found 
in  several  places.  The  synthetic  varnish  is  slightly  unsaturated  but 
appears  to  be  in  good  condition.  Orange-brown  stains,  which  are 
possibly  residual  natiu'al  resin  \'arnish,  appear  in  several  areas 
below  the  synthetic  varnish. 

Provenance 

To  Peter  Sylvester  Eastman  (father  of  the  sitters),  Washington 
Mills,  N.Y.,  1850;  to  George  Elliot  Eastman  (the  boy  in  the  paint- 
ing), Washington  Mills,  N.Y.,  by  descent,  1891;  to  George  W.  and 
Archie  D.  Eastman  (sons  of  George  Elliot  Eastman),  Saquoit  and 
Washington  Mills,  N.Y.,  respectively,  by  descent;  to  (William  A. 
Gough,  Bridgeport,  Gonn.,  1931);  to  (American  Eolk  Art  Galleiy 
wdth  Downtowi  Galleiy,  New  York,  1931);  to  NAMA,  1933. 

Exhibitions 

Downtown  Galleiy,  New  York,  American  Ancestors:  Masteiyieces 
by  Little  Known  and  Anoinjinous  American  Painters,  ijgo-iSgo, 
14-31  December  1931,  no.  7  (as  Anonymous,  A  Fashionable  Lm, 
New  York);  Detroit  Societ)'  of  Arts  and  Crafts,  American  Folk 
Art,  Fainting,  and  Sculpture,  22  Eebruaiy-18  March  1932,  no.  4 
(as  Unknown,  A  Fasliionable  Lin — Neic  York);  Albright  Art  Gal- 
leiy, Buffalo,  N.Y,  Centennial  Exliibition,  1  Julv-i  August  1932, 
no.  44  (as  Fashionable  Lin,  Neio  York);  Museum  of  Modern  Art, 
New  York,  American  Folk  Aii::  The  Art  of  the  Common  Man  in 
America,  1 750-1900,  30  November  1932-28  Februaiy  1934  (Wil- 
Ham  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Cit\',  Mo.,  only),  unnumbered,  not  in  cat.; 
Wichita  Art  Museum,  Kans.,  Children  in  Aii:,  7  December  1937- 
unknown  date,  unnumbered  (as  G.  Ghafis,  A  Fashionable  Lin); 
Munson-Williams-Proctor  Institute,  Utica,  N.Y,  Earhj  Architec- 
ture ofUtica  and  Vicinitij,  1  April-24  june  1951,  no  cat.;  Munson- 
Williams-Proctor  Institute,  Utica,  N.Y,  Rediscovered  Painters  of 
Upstate  Neiu  York,  lyoo-iSy,^,  14  June  1958-28  Februaiy  1959 
(traveled),  no.  18;  Saint  Louis  Art  Museum,  Bij  Heart  and  Hand: 
American  Folk  Ai-t  in  Missouri  Collections,  23  Februan'-20  May 
1984,  no  cat. 

References 

"'A  Fashionable  Inn,  New  York' — Anonymous  Painter,"  Chicago 
Post,  [1931],  clipping,  NAMA  curatorial  Rles;  American  Ancestors: 
Masteiyieces  by  Little  Known  and  Anonymous  American  Paint- 
ers, lygo-iSgo,  exh.  cat.  (New  York:  Downtown  Galleiy,  1931), 
unpaginated  (as  Anonymous,  A  Fashionable  Lvi,  New  York);  Vir- 
ginia Nirdlinger,  "In  the  New  York  Cialleries,"  Parnassus  4  (Janu- 
aiy  1932),  40  (as  Fashionable  Lin);  Florence  Dax-ies,  "Fonvard 
and  Bticlavard,"  Detroit  News,  14  Februaiy  1932,  Arts  sec,  1  (as 
Anonymous,  A  Fashionable  Lin);  Holger  Gahill,  "American  Folk- 
Art,"  Formes  23  (March  1932),  231  (as  Anonymous,  A  Fashion- 
able Lm,  New  York);  A  Catalogue  cf  the  First  Exhibition  in  the 
Netv  Galleries  of  the  Society  of  Aiis  and  Crafts  of  American  Folk 


Aii:,  Painting,  and  Sculpture,  exh.  cat.  (Detroit:  Detroit  Societ)^  of 
Arts  and  Crafts,  1932),  3  (as  Unknown,  A  Fashionable  Lin — Neiu 
York);  Centennial  Exhibition,  exh.  cat.  (Buffalo,  N.Y:  Albright 
Art  Galleiy,  1932),  8  (as  FashioiudAe  Lm,  New  York);  Downtown 
Galleiy  Records,  1924-1974,  Archives  of  American  Art,  Smithson- 
ian Institution,  Washington,  D.C.,  microfilm  reel  5611,  frame  877 
(as  Fashionable  Inn);  "Art:  The  William  Rockhill  Nelson  Galleiy 
of  Art  Acquires  Seven  Examples  of  American  Eolk  Art,  Including 
an  Old  Model  Weather  Vane  of  Unusual  Merit,"  Kansas  City  Star, 
19  March  1933,  13A  (as  Fashionable  Lm  by  Chalis);  "The  William 
Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of  Paintings 
and  Drawings,"  A News  32  (9  December  1933),  28  (as  C.  Chalis, 
Fashionable  Lm);  NAMA  1933,  136  (as  C.  ChaUs,  Fashionable 
Lm);  "Eolk  Art  to  Galleiy"  Kansas  City  Times,  2  Februaiy  1934, 
11;  "Display  Famed  Paintings  Here,"  Wichita  (Kans.)  Beacon, 
5  December  1937,  B7  (as  The  Fasliionable  Lm  by  C.  Chalis);  Afice 
Ford,  Pictorial  Folk  Art  New  England  to  California  (New  York: 
Studio  Publications,  1949),  69  (as  Artist  uiiknown,  Fashionable 
Lin  [New  York]);  "Sold  for  a  Song,  Painting  Now  Rates  as  Master- 
piece," Utica  (N.Y.)  Observer-Dispatch ,  20  May  1951,  7B  (as  A 
Fasliionable  Inn);  Winifred  Shields,  "Painting  Arises  from  Obscu- 
rity and  Reveals  an  American  Stoiy,"  Kansas  City  Star,  27  July 
1951,  16  (as  A  Fashionable  Inn);  Rediscovered  Painters  of  Upstate 
New  York,  ijoo-i8ys,  exh.  cat.  (Utica,  N.Y:  Munson-Williams- 
Proctor  Institute,  1958),  25;  NAMA  1959,  255;  NAMA  1973, 
250;  Ross  E.  Taggart,  "American  Paintings  in  the  Nelson-Atkins 
Museum  of  Art,  Kansas  CiW,  Missouri,"  Antiques  122  (Novem- 
ber 1982),  1031,  1033;  Cynthia  Sutherland,  "The  Search  for  the 
Elusive  C.  Balis,"  The  Clarion:  America's  Folk  Ai~t  Magazine  13 
(Fall  1984),  54-59,  Gonn  1-4,  61;  Sotheby's,  New  York,  26  June 
1987,  lot  47;  Paul  D'Ambrosio  and  Charlotte  Fmans,  Folk  Ai~t's 
Many  Faces:  Portraits  in  the  New  York  State  Historical  Association 
(Gooperstown,  N.Y:  The  Association,  1987),  27n5;  NAMA  1991, 
38-39;  NAMA  1993a,  228,  233  (as  George  and  Emma  Eastiimn 
[A  Fashionable  Inn]). 
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GiFFORD  Reynolds  Beal  (1879-1956) 

On  the  Rocks,  1922 
(Rockport) 

Oil  on  pulpboard 

16  X  20  in.  (40.6  X  50.8  cm) 

Signed  and  dated  lower  right:  Gifford  Beal  /  22;  inscribed  on  verso:  sketch 
of  house  [upside  down];  upper  left:  On  the  Rocks;  top  center:  Miss  Logan 
Bequest  of  Frances  M.  Logan,  47-103 

Technical  Notes 

The  support  is  wallboard  composed  of  compressed  wood  pulp, 
trademarked  as  Beaver  board.  Beal  appears  to  have  sealed  the 
slightly  concave  panel  wth  a  varnish  before  outlining  the  main 
sections  of  the  landscape  with  red-brown  paint.  He  then  applied 
thick  but  fairly  fluid  paint  wet  into  wet  with  loose,  prominent 
brushwork,  stippled  textures,  and  low  impasto.  Areas  of  the 
exposed  panel  appear  throughout  the  composition,  especially  on 
the  central  peninsula  of  land  and  the  lower  region  of  the  water. 
A  few  bright  orange,  cumng  paint  strokes  are  visible  beneath  the 
blue  paint  near  the  far  shore  and  suggest  an  early  change  in  the 
composition.  Some  shght  flattening  of  the  paint,  which  occurred 
before  the  paint  film  was  completely  chy,  is  present  at  the  bottom 
left  corner  and  outermost  edges.  A  smaU  amount  of  fine,  gritty 
material,  possibly  windblown  sand,  is  evident  in  the  paint.  There  is 
minor  paint  loss  at  the  edges  due  to  frame  abrasion.  The  painting 
appears  to  be  unvarnished. 

Provenance 

To  Frances  M.  Logan;  to  NAM  A,  1947. 
References 

NAMA  1959,  255  (as  Rockport);  NAMA  1973,  250  (as  Rockport). 


Gifford  Reynolds  Beal  (1879-1956) 
West  Wind,  c.  1945-50  + 

Oil  on  pressboard 

3o'/i6  X  40  in.  (76.4  X  101.6  cm) 

Signed  bottom  edge,  center:  Gifford  Beal 

Gift  of  Mr.  and  Mrs.  Joseph  S.  Atha,  51-67 

Technical  Notes 

Beal  appfied  a  thin,  bright  white  ground  to  the  pressboard  panel 
before  using  a  brush  to  sketch  the  composition  in  black  ink.  Ink 
lines  remain  visible  at  the  edges  of  the  rocks  and  boats.  Beal 
painted  the  scene  loosely,  wet  into  wet.  The  surface  texture  ranges 
from  areas  of  thin  paint  with  exposed  ground  to  thick  paint  strokes 
wth  moderate  impasto.  Beal  applied  ink  lines  on  top  of  the  paint 
of  the  foreground  rocks,  causing  the  ink  to  bead  on  the  paint  sur- 
face. Infrared  reflectography  reveals  that  he  corrected  the  shape 
of  one  boat  and  ovei-painted  several  rocks  in  the  foreground.  A 
few  brushstrokes  of  green  foliage,  which  Beal  failed  to  o\'erpaint 
completely,  appear  to  float  in  the  water.  The  large  boat  on  the  left 
does  not  relate  to  Beal's  underdrawing,  suggesting  that  he  added  it 
later.  A  few  matte  brushstrokes  of  an  emulsion-based  paint  appear 
in  the  rocks  of  the  foreground.  Minor  pinpoint  paint  losses  are 
evident  overall,  particularly  at  the  perimeter.  Some  scratches  in 
the  paint  layer  expose  the  pressboard.  No  mechanical  cracks  are 
apparent.  Several  small  areas  of  retouch  in  the  water  are  apparent 
under  ultraviolet  radiation.  A  distinct  varnish  was  not  visible  when 
the  painting  was  examined  in  1986.  At  that  time,  Museum  conser- 
vation staff  applied  a  swthetic  varnish. 

Provenance 

To  (Kraushaar  Galleries,  New  York,  before  December  1950);  to 
Joseph  S.  Atha,  Shawnee  Mission,  Kans.,  1951;  to  NAMA,  1951. 

Exhibitions 

Kraushaar  Galleries,  New  York,  Gifford  Beal,  3-22  April  1950, 
no.  9;  Metropolitan  Museum  of  Art,  New  York,  A)ueria//)  Painting 
of  Today,  1950:  A  National  Competition,  8  December  1950- 
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25  Febmaiy  1951,  unnumbered;  Munson-Williams-Proctor  Insti- 
tute, Utica,  N.Y.,  Contemporan/  Amencan  Realists,  29  April- 
20  May  1951,  no  cat. 

References 

"Beal  and  Biddle  Display  Art  Here,"  Neic  York  Times,  8  April 
1950,  lo;  Margaret  Breuning,  "Gifford  Beal  Makes  the  Prosaic 
Poetic,"  A?t  Digest  24  (15  April  1950),  15;  "Reviews  and  Previews," 
Art  Neics  49  (April  1950),  48;  Gifford  Beal,  exli.  cat.  (New  York: 
Kraushaar  Galleries,  1950),  cover,  unpaginated;  American  Faint- 
ing of  Today,  1Q50:  A  National  Competition,  foreword  by  Francis 
Henry  Taylor,  exli.  cat.  (New  York:  Metropolitan  Museum  of  Art, 
1950),  [10];  NAMA  1959,  255;  NAMA  1973,  250;  "Acquisitions," 
Kansas  City  Star,  15  November  1987,  124;  "New  at  the  Nelson: 
Museum  Receives  American  Impressionist  Painting,"  Calendar 
of  Events  (Nelson-Atkins  Museum  of  Art),  December  1987,  2-3; 
NAMA  1991,  132. 


George  Wesley  Bellows  (I882-1925) 
Frankie,  the  Organ  Boy,  1907  -f 

Oil  on  cajivas 

48Vi  X  34 '4  in.  (122.6  x  87  cm) 
Signed  lower  left:  Geo  Bellow.s 

Purchase:  acquired  dirough  the  bequest  of  Ben  and  Clara  Shlyen,  F91-22 

Technical  Notes 

The  heavyweight,  tightly  woven,  plain-weave  support  has  been 
hned  to  an  additional  fabric  using  a  wax-based  adhesive.  The 
tacking  margins  are  original  but  the  stretcher  has  been  replaced. 
The  thin,  even  gray  ground  was  probably  commercially  applied. 
X-radiography  reveals  the  face  and  torso  of  a  female  nude,  standing 


with  arms  akimbo,  beneath  the  dark  background  in  the  upper 
quadrant  of  the  canvas.  This  figure  probably  extends  beneath  the 
seated  boy  as  well.  Bellows  painted  the  overlying  composition  with 
fluid,  medium-rich  paint,  which  he  applied  loosely,  wet  into  wet. 
The  surface  texture  varies  from  thinly  painted  regions  to  areas  of 
moderate  impasto.  Bellows  appears  to  have  scraped  into  the  par- 
tially dry  paint  layer  in  some  places,  detaching  paint  fragments  and 
depositing  them  elsewhere  on  the  surface  before  applying  addi- 
tional paint.  Thick  brushstrokes  from  the  underlying  composition 
are  evident  above  the  head  of  the  sitter.  Two  veiy  small  gouges 
in  the  canvas  are  found  at  the  left  edge.  Mild,  slightly  cupping 
mechanical  cracks  are  present  overall.  Localized  traction  cracking 
and  paint  wrinkling  are  evident  in  medium-rich  areas  of  the  back- 
ground. The  lining  has  caused  a  slight  enhancement  of  the  can- 
vas weave.  Under  ultraviolet  light,  small  areas  of  retouch  appear 
overall.  The  surface  coating,  which  has  a  moderately  high  sheen, 
fluoresces  unevenly,  suggesting  that  an  older  natural  resin  varnish 
was  only  partially  removed. 

Provenance 

To  estate  of  the  artist;  to  his  widow,  Emma  S.  Bellows;  to  estate  of 
Emma  S.  Bellows;  to  (H.V.  Allison  &  Company,  New  York,  1941); 
to  Ellen  and  Chris  Huntington,  Mahone  Bay,  Nova  Scotia,  1974; 
to  (Sotheby's,  New  York,  1  December  1988,  lot  222);  to  (Berry-Hill 
Galleries,  New  York,  1990);  to  NAMA,  1991. 

Exhibitions 

H.V.  Allison  &  Company,  New  York,  George  Bellows,  8-29  May 
1968,  no.  1;  H.V.  Allison  &  Company,  New  York,  George  Belloios, 
5-23  May  1970,  no.  i;  Mead  Art  Museum,  Amherst  College,  Mass., 
George  Wesley  Belloios,  1-20  November  1972,  unnumbered; 
Portland  Museum  of  Art,  Maine,  extended  loan,  1974-88;  Miami 
University  Art  Museum,  Oxford,  Ohio,  Miami  Collects:  Selections 
from  the  Collections  of  Miami  University  Alumni,  Faculty,  and 
Staff,  27  October-16  December  1984,  no.  7  (as  Frankie  the  Organ 
Boy,  Netc  York);  Nelson-Atkins  Museum  of  Art,  Kansas  City;  Mo., 
George  Belloios:  An  American  Master,  1  October-30  November 
1991,  unnumbered;  Anion  Carter  Museum,  Fort  Worth,  and  Los 
Angeles  County  Museum  of  Art,  TJie  Paintings  of  George  Belloios, 
16  February  1992-9  May  1993  (traveled),  unnumbered;  Carnegie 
Museum  of  Art,  Pittsburgh;  Minneapolis  Institute  of  Arts;  Nelson- 
Atkins  Museum  Art,  Kansas  City,  Mo.;  Saint  Louis  Art  Museum; 
and  Toledo  Museum  of  Art,  Made  in  America:  Ten  Centuries  of 
American  Art,  8  October  1995-22  September  1996  (traveled), 
unnumbered. 

References 

Record  Book  A,  Jean  Bellows  Booth,  37;  Charles  H.  Morgan, 
George  Bellows:  Painter  of  America  (New  York:  Reynal  &  Com- 
pany, 1965),  75;  "Exhibition  at  AUison  Galleiy,"  Art  News  67  (May 
1968),  11;  H.V.  Allison  &  Company,  advertisement,  Apo//o  91  (May 
1970),  Ixiv;  George  Bellows,  exh.  cat.  (New  York:  H.V.  Allison  & 
Company,  1970),  unpaginated;  Donald  Braider,  George  Bellows 
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and  the  Ashcan  School  of  Painting  (Garden  City,  N.Y.:  Double- 
day  &  Co.,  1971),  42;  George  Bellows,  exh.  eat.  (Amherst,  Mass.: 
Amherst  College,  1972),  unpaginated;  Miami  Collects:  Selections 
fro)n  the  Collections  of  Miami  Universitij  Alumni,  Faculti/,  and 
Staff,  exh.  cat.  (Oxford,  Ohio:  Miami  Universit)'  Art  Museum, 
1984),  6  (as  Frankie  the  Organ  Boij,  New  York);  Rebecca  Zurier, 
"Hey  Kids:  Children  in  the  Comics  and  the  Art  of  George  Bellows," 
Print  Collector's  Newsletter  18  (Januaiy-Februaiy  1988),  203 1126; 
Rebecca  Zurier,  "Picturins;  the  Cits^:  New  York  in  the  Press  and  the 
Art  of  the  Ashcan  School,  1890-1917,"  Ph.D.  diss.,  Yale  University, 
1988,  306,  fig.  118;  Sotheby's,  New  York,  1  December  1988,  lot 
222;  American  Paintings  VI,  iggo  (New  York:  Beny-Hill  Galleries, 
1990),  142-43;  "An  A)Berican  Portrait,"  Kansas  City  Star,  13  Octo- 
ber 1991,  Ji;  Janet  Majure,  "Nelson  Acquires  'Franlde':  George 
Bellows  Masterpiece  Is  Focus  of  New  Exliibition,"  Kansas  City 
Star,  13  October  1991,  J8;  Hemy  Adams,  "George  Bellows:  An 
American  Master,"  Calendar  of  Events  (Nelson-Atkins  Museum 
of  Art),  October  1991,  2,  cover;  NAMA  1991,  5,  139-41;  Hemy 
Adams,  George  Belloics:  An  American  Master,  exh.  cat.  (Kansas 
City,  Mo.:  Nelson-Atkins  Museum  of  Art,  1991),  2,  cover;  Wil- 
liam Wilson,  "Bellows'  One-Two  Punch:  Artist's  Duality  on  View 
in  County  Museum  Retrospective,"  Los  Angeles  Times,  17  Feb- 
ruaiy  1992,  F7;  Marianne  Doezema,  George  Bellows  and  Urban 
America  (New  Flaven:  Yale  Universit)'  Press,  1992),  12,  86,  131, 
133,  colorpl.  18;  Michael  Quick  et  ak.  The  Paintings  of  George 
Bellows,  exh.  cat.  (Fort  Worth:  Amon  Carter  Museum;  New  York: 
Hariy  N.  Abrams,  1992),  181,  185,  251;  NAMA  1993a,  228,  243; 
NAMA  1993b,  109;  H.  Barbara  Weinberg,  Doreen  Bolger,  and 
David  Park  Curiy  American  Impressionism  and  Realism:  The 
Painting  of  Modern  Life,  iSS^-igis,  exh.  cat.  (New  York:  Met- 
ropolitan Museum  of  Art,  1994),  303;  Kathiyn  C.  Johnson,  ed.. 
Made  in  America:  Ten  Centuries  of  American  Art,  exh.  cat.  (New 
York:  Hudson  Hills  Press,  1995),  136;  Molly  Suzanne  Hutton,  "The 
Ashcan  Cit\^:  Representational  Strategies  at  the  Turn  of  the  Cen- 
tuiy"  Ph.D.  diss.,  Stanford  Universit)^,  2000,  7,  19-22,  24-29  (as 
Frankie),  and  177. 


George  Wesley  Bellows  (I882-1925) 

Cleaning  Fish,  1913 

{Fishermen  and  Gidls;  The  Fish  Cleaners) 

Oil  0]i  panel 

131/1  X  i9'/2  in,  (33.7  X  49.5  cm) 
Signed  lower  left:  Geo  Bellows — 

Gift  of  Mrs.  Logan  Clendening  through  the  Friends  of  Art,  47-31 

Technical  Notes 

Bellows  applied  no  ground  to  the  face  of  the  fin-nitu re -grade  ply- 
wood panel,  and  he  used  small  areas  of  the  natural,  unpainted 
wood  in  his  composition.  Infrared  reflectography  reveals  Bellows 's 
horizontal,  diagonal,  and  vertical  compositional  guidelines,  as  well 
as  his  sketch  of  the  figures  and  the  landscape,  with  cross-hatching 
indicating  areas  of  light  and  shadow.  Bellows  painted  over  a  sailboat 
that  he  originally  drew  emerging  from  behind  the  cliff.  He  applied 
thick,  opaque  oil  paint  to  the  panel,  gi^^^g  it  a  high  impasto.  It 
appears  that  a  small  amount  of  sand  was  incoiporated  into  the  wet 
paint,  giving  it  a  slightly  gritty  surface  texture.  Bellows's  brush- 
strokes continue  over  the  edges  of  the  panel  on  three  sides  but 
not  the  top  edge,  suggesting  that  he  trimmed  this  edge  before  he 
covered  the  back  and  edges  of  the  panel  with  tliin  white  paint. 
Minor  pinpoint  losses  are  present  at  the  edge  due  to  frame  abrasion. 
Two  vertical  impressions  made  in  the  wet  paint  are  located  at  the 
right  edge  of  the  cliff  and  the  bottom  right  corner.  Bellows's  signa- 
ture appears  thin,  possibly  from  overcleaning.  The  sviithetic  resin 
varnish  was  applied  by  Museum  consen-ation  staff  in  1984  and  has 
a  moderately  high  sheen. 

Provenance 

To  (M.  Knoedler  &  Co.,  New  York,  1919);  to  Senator  Frank  B. 
Brandegee,  New  London,  Conn.,  and  Washington,  D.C,  Februaiy 
1919;  to  estate  of  Senator  Frank  B.  Brandegee,  1924;  to  (C.  G.  Sloan 
&  Company,  Washington,  D.C,  6  Januaiy  1925,  lot  74  [as  The  Fish 
Cleaners]);  to  Captain  and  Mrs.  Robert  Plenderson,  Washington, 
D.C,  1925;  to  (Marie  Sterner  Gafieiy  New  York,  1925);  to  Dr.  and 
Mrs.  Logan  Clendening,  Kansas  Cit)^,  Mo.,  by  1933;  to  Mrs.  Logan 
Clendening  (later  Mrs.  Alfred  B.  Clark);  to  NAMA,  1947. 
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Exhibitions 

Possibly  Montross  Galleiy,  New  York,  ["Fifteen  Young  Americans"], 
October  1913,  no  cat.;  Montross  Galleiy,  New  York,  Exhibition  of 
Paintings  by  George  Bellows,  13-17  Januaiy  1914,  no.  8;  possibly 
Worcester  Art  Museum,  Mass.,  1914,  per  Bellows's  record  book; 
Art  Institute  of  Chicago,  Paintings  by  George  Belloics,  10  Decem- 
ber 1914-3  Januaiy  1915,  no.  17;  Detroit  Museum  of  Art,  Exhi- 
bition of  Paintings  by  George  Bellows,  6-29  Januaiy  1915,  no. 
17;  Museum  of  Histoiy,  Science,  and  Art,  Los  Angeles,  Paint- 
ings by  George  Bellows,  N.A.,  7-28  Februaiy  1915,  no.  17;  San 
Francisco  Art  Association,  Paintings  by  George  Bellows,  9-24 
March  1915,  no.  17;  MinneapoUs  Institute  of  Arts,  Paintings  by 
Lester  D.  Boronda  [and]  Paintings  by  George  Bellows,  4-31  May 
1915,  no.  38;  Hackley  Art  Galleiy,  Muskegon,  Mich.,  Exhibition 
of  Oil  Paintings  by  George  Bellows,  June-August  1915,  no  cat.; 
Worcester  Art  Museum,  Mass.,  Exhibition  of  Paintings  by  George 
Bellows,  5-26  September  1915,  no.  19;  Cincinnati  Art  Museum, 
Special  Exhibition  of  Paintings  by  Mr  George  Bellows,  October 
1915,  no.  10;  M.  Knoedler  &  Co.,  New  York,  Foreign  and  Ameri- 
can Painters,  27  November-16  December  1916,  no.  2;  Peabody 
Institute  Galleries,  Baltimore,  Eighth  Annual  Exhibition  of  Con- 
temporary American  Art,  under  the  Auspices  of  the  Charcoal  Club, 
1  Februaiy-i  March  1917,  no.  29;  WiUiam  Rockliill  Nelson  Gal- 
leiy of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City, 
Mo.,  Opening  Exhibition:  A  Loan  Exhibition  of  American  Paint- 
ings since  igoo,  December  1933,  no  cat.;  Kansas  City  Art  Institute, 
Mo.,  Five  Centuries  of  Paintings,  Januaiy  1935,  no  cat.;  H.  V.  Alh- 
son  &  Company,  New  York,  Sea  and  Shore:  Paintings  by  George 
Belloics,  2  December  1952-3  Januaiy  1953,  no.  13;  Museum  of 
Arts  and  Sciences,  Macon,  Ga.,  George  Belloics:  The  Personal 
Side,  16  March-6  May  1984,  no.  26  (as  Cleaning  Fish,  Monhegan 
Island). 

References 

Record  Book  A,  Jean  Bellows  Booth,  163;  "Art  Notes:  Paintings  by 
George  Bellows  and  Charles  Ebert  in  Galleries,"  Neio  York  Times, 
23  January  1914,  lO;  "Art  Notes,"  New  York  Evening  Post,  24  Janu- 
aiy 1914,  8;  Charles  L.  Buchanan,  "George  Bellows:  Painter  of 
Democracy,"  Art.s  and  Decoration  4  (August  1914),  373;  clipping, 
c.  1915-20,  NAMA  curatorial  files  (as  Fishermen  and  Gulls);  C.  G. 
Sloan  &  Company,  Washington,  D.C.,  6-9  Januaiy  1925,  32  (as  The 
Fish  Cleaners);  American  Art  Sales  5  (April  1925),  11-12  (as  The 
Fish  Cleaners);  Emma  S.  Bellows,  The  Paintings  of  George  Bellows 
(New  York:  Alfred  A.  Knopf,  1929),  unpaginated,  pi.  44  (as  Clean- 
ing Fish,  Monhegan  Island);  "George  Wesley  Bellows — Painter  and 
Graver,  1882-1925,"  Index  of  Twentieth  Century  Aiiists  1  (March 
1934),  87;  "Art:  Five  Centuries  of  Painting  at  the  Kansas  City  Art 
Institute,"  [1935],  clipping,  Scrapbook,  NAMA  Archives;  NAMA 
1959,  255;  NAMA  1973,  250;  Nicholas  S.  Pickard,  "The  Friends 
of  Art  of  the  Nelson-Atkins  Museum:  A  Histoiy,"  typescript,  1981, 
Spencer  Art  Reference  Library,  Nelson-Atkins  Museum  of  Art,  B2; 
Linda  Walgate  Bitley  and  Patricia  Phagan,  George  Bellows:  The 
Personal  Side,  exli.  cat.  (Macon,  Ga.:  Museum  of  Arts  and  Sciences, 


1984),  10,  39,  fig.  26  (as  Cleaning  Fish,  Monhegan  Island);  Heniy 
Adams,  George  Bellows:  An  American  Master,  exli.  cat.  (Kansas 
City,  Mo.:  Nelson-Atkins  Museum  of  Art,  1991),  4;  NAMA  1991, 
141-42;  Michael  Quick  et  al,  The  Paintings  of  George  Bellows, 
exli.  cat.  (Fort  Worth:  Amon  Carter  Museum;  New  York:  Hany  N. 
Abrams,  1992),  42-43,  155,  fig.  28;  Jane  Curtis,  Will  Curtis,  and 
Frank  Lieberman,  Monhegan:  The  Artists'  Island  (Camden,  Me.: 
Down  East  Books,  1995),  142;  Jessica  F.  NicoU,  The  Allure  of  the 
Maine  Coast:  Robert  Henri  and  His  Circle,  1Q03-1Q18,  exh.  cat. 
(Portland,  Me.:  Portland  Museum  of  Art,  1995),  24. 


George  Wesley  Bellows  (I882-1925) 

Pueblo  Tesuque,  No.  2,  1917  -f 

{Tesuque  Pueblo;  Pueblo) 

Oil  on  canvas,  mounted  on  plywood 

34%  X  44%  in.  (88  X  113.4  cm) 

Signed  lower  left:  Geo  Bellow.s 

Gift  of  Jnlia  and  Humbert  Tinsman,  FS4-65 

Technical  Notes 

The  tightly  woven,  plain-weave  support  has  been  mounted  to  the 
plyu^ood  panel  with  a  wax-based  adhesive.  The  tacking  margins  are 
intact,  indicating  that  the  dimensions  have  not  been  altered.  Over 
the  bright  white,  opaque  g)-ound.  Bellows  appfied  fluid,  medium- 
rich  paint  wet  into  wet,  using  pronounced  bmshwork.  A  stippled 
texture  is  ewdent  throughout.  In  some  areas  Bellows  dragged  the 
brush  so  as  to  produce  a  wavy  pattern;  in  others  he  appfied  paint 
with  a  palette  knife  creating  a  thick  impasto;  and  in  still  others  he 
incised  and  scraped  the  paint.  There  appears  to  be  a  small  amount 
of  coarse  material  in  the  paint,  concentrated  in  the  mountains  at 
the  upper  right.  Infrared  reflectography  confirms  that  BeUows 
sfightly  shifted  the  proper  right  hind  leg  of  the  donkey  and  reduced 
the  proper  left  toe  of  the  figure  in  front  of  the  wagon.  Several  mild, 
slightly  cupped  mechanical  cracks  are  present  at  the  top  edge  and 
in  areas  of  thick  paint.  Ufiraviolet  radiation  reveals  two  areas  that 
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Bellows  apparently  reworked  in  the  upper  left  corner  and  in  the 
center  of  the  sl\)'.  There  are  large  areas  of  retouch  in  the  sl<c)'  and 
many  pinpoint  areas  of  retouch  overall  some  of  which  were  applied 
wdthout  fill  mateiial.  In  places,  small  ai-eas  of  tlie  ground  layer  that 
Bellows  intentionally  left  exposed  may  also  have  been  retouched. 
The  retouch  is  too  light  and  slighth'  discolored.  The  varnish,  which 
is  probably  a  synthetic  resin,  has  a  mode]-ately  high  sheen. 

Provenance 

To  estate  of  the  artist;  to  Emma  S.  Bellows  (widow  of  the  artist); 
to  estate  of  Emma  S.  Bellows;  to  (H.V.  Allison  &  Company,  New 
York,  1941-64);  to  Julia  and  Humbert  Tinsnian,  Shawnee  Mission, 
Kans.,  by  1964;  to  NAMA,  1984. 

Related  Works 

Pueblo  Tesuque,  No.  1,  1917,  oil  on  canvas,  34  x  441/4  in.  (86.4  x 
112.4  cm).  The  Anschutz  Collection,  Denver;  Sfiiclij  for  Pueblo 
Tesuque,  No.  2,  1917,  pencil  drawng,  4'/)  x  6'/4in.  (10.8  x  16.5  cm), 
Susan  L.  Peck,  Lai-chmont,  N.Y. 

Exhibitions 

School  of  American  Reseaixii  and  Museum  of  New  Mexico, 
Santa  Fe,  Dedication  Exhibit  of  Southwestern  Art,  24  November- 
24  December  1917,  no.  12  (as  Tesuque  Pueblo);  Galleiy  of  Fine 
Arts  and  Art  Association  of  Coluiubus,  Ohio,  Exhibition  of  Paint- 
ings by  George  Bellows,  30  Januaiy-13  Februaiy  1918,  no.  22 
(as  Pueblo);  Memorial  Art  Galleiy,  Rochester,  N.Y.,  A  Collection 
of  Paintings  Selected  fron  the  Leading  America}}  Exhibitions  oj 
the  Season,  igiy-igiS,  July-September  1918,  no.  4  (as  Pueblo); 
M.  Knoedler  &  Co.,  New  York,  Exhibition  of  Paintings  by  George 
Bellows,  31  March-12  April  1919,  no.  5  (as  Pueblo);  Vassar  College 
Art  Galleiy,  Poughkeepsie,  N.Y,  ["Exliibition  of  Paintings  by  George 
Bellows,  Childe  Hassam,  F.  Luis  Mora. .  . ."],  12  May-10  June  1919, 
no  cat.;  Springfield,  111.,  July  1919,  per  Bellows  s  record  book;  Erie, 
Pa.,  August  1919,  per  Bellows's  record  book;  Buffalo  Fine  Arts 
Academy,  Albright  Art  Galleiy,  Buffalo,  N.Y,  Exhibition  of  Paint- 
ings by  George  Bellows,  N.A.,  11  September-5  October  1919,  no.  6 
(as  Pueblo);  Art  Institute  of  Chicago,  Paintings  by  George  Belloios, 
1  November-5  December  1919,  no.  6  (as  Pueblo);  Memorial 
Art  Galleiy  Rochester,  N.Y,  Exhibition  of  Oil  Paintings  by 
George  Bellows,  N.A.,  and  Mural  Painli)igs  and  Drawings  by 
Violet  Oakley,  6  December  1919-5  Januaiy  1920,  no.  6  (as  Pueblo); 
H.V.  Allison  &  Company,  New  York,  George  Bellows,  3-28  May 
i960,  no.  7;  Amon  Carter  Museum  of  Western  Art,  Fort  Worth, 
and  the  Art  Galleiy,  University  of  New  Mexico,  Albu(|uer(jue, 
Taos  and  Santa  Fe:  The  A)i:ist's  Environment,  1882-1Q42,  5  April- 
27  November  1963  (traveled),  no.  6;  William  Rockhill  Nelson  Gal- 
leiy of  Art  and  Maiy  Atldns  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
Kansas  City  Collects:  A  Selection  of  Works  Privately  Owned  in  the 
Greater  Kansas  City  Area,  22  Januaiy-28  Februaiy  1965,  no.  41 
(as  Pueblo  Tesucjue  #2);  Galleiy  of  Modern  Art,  New  York,  George 
Bellows:  Paintings,  Drawings,  Lithographs,  15  March-i  May 
1966,  no.  46  (as  Pueblo,  Tesuque,  II);  Nelson-Atkins  Museum  of 


Art,  Kansas  City,  Mo.,  A  Bountiftd  Decade:  Selected  Accjuisitions, 
igyj-igSy,  14  October-6  December  1987,  no.  74;  Nelson-Atldns 
Museum  of  Art,  Kansas  City,  Mo.,  George  Bellows:  An  American 
Master,  1  October-30  November  1991,  unnumbered. 

References 

Record  Book  B,  Jean  Bellows  Booth,  138;  Dedication  Exhibit 
of  Souihwestern  Art.  Preliminary  Catalogue,  exli.  cat.  (Santa  Fe: 
School  of  American  Research  and  Museum  of  New  Mexico,  1917), 
unpaginated  (as  Tesuque  Pueblo);  "Paintings  of  the  Southwestern 
Artists,"  Art  and  Archaeology  7  (Januaiy-Februaiy  1918),  53,  58 
(as  Tesucjue  Pueblo);  Exhibition  of  Paintings  by  George  Bellows, 
exh.  cat.  (Columbus,  Ohio;  Champfin  Press,  1918),  unpaginated 
(as  Pueblo);  A  Collection  of  Paintings  Selected  from  the  Lead- 
ing American  Exhibitions  of  die  Season  of  igij-igiS,  exh.  cat. 
(Rochester,  N.Y;  Memorial  Art  Galleiy,  1918),  4  (as  Pueblo);  "The 
Exliibition  of  Paintings  by  George  Bellows,  N.A.  at  the  Albright 
Art  Galleiy,"  Acadenuj  Notes  14  (October-December  1919),  134 
(as  Pueblo);  "Current  Exliibitions,"  Bulletin  of  the  Art  Institute 
of  Chicago  13  (December  1919),  139  (as  Pueblo);  Exhibition  of 
Paintings  by  George  Bellows,  e.xh.  cat.  (New  York;  M.  Knoedler  & 
Co.,  1919),  unpaginated  (as  Pueblo);  Catalogue  of  an  Exhibition  of 
Paintings  by  George  Belloios,  N.A.,  exh.  cat.  (Buffalo,  N.Y:  Buffalo 
Fine  Arts  Academy,  1919),  unpaginated  (as  Pueblo);  Paintings  by 
George  Bellows,  exh.  cat.  (Chicago:  Art  Institute  of  Chicago,  1919), 
unpaginated  (as  Pueblo);  Catalogue  of  an  Exhibition  of  Oil  Paint- 
ings  by  George  Bellows,  N.A.,  and  Mural  Paintings  and  Drawings 
by  Violet  Oakley,  exh.  cat.  (Rochester,  N.Y:  Memorial  Art  Galleiy, 
1919),  3  (as  Pueblo);  Emma  S.  Bellows,  Tlie  Paintings  of  George 
Belloios  (New  York:  Alfred  A.  Knopf,  1929),  unpaginated,  pi.  75 
(as  Pueblo,  Tesuque,  No.  2);  "George  Wesley  Bellows — Painter  and 
Graver,  1882-1925,"  Index  of  Twentieth  Century  Artists  1  (March 
1934),  92;  Van  Deren  Coke,  Taos  and  Sa)}ta  Fe:  The  Anist's  Envi- 
ronment, i882-ig42  (Albuquerque:  Universit)'  of  New  Mexico 
Press,  1963),  41,  ii5n28  (as  Tesuque  Pueblo  2),  152;  Kansas  City 
Collects:  A  Selection  of  Works  Privately  Owned  in  the  Greater  Kan- 
sas  City  Area,  exh.  cat.  (Kansas  City,  Mo.:  William  Rockhill  Nel- 
son Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  1965), 
unpaginated  (as  Pueblo  Tesucjue  #2);  George  Bellows:  Paintings, 
Drawings,  Lidwgraphs,  exh.  cat.  (New  York:  Galleiy  of  Modern 
Art,  1966),  27-28  (as  Pueblo,  Tesucjue,  II);  Donald  Hoffmann, 
"Galleiy  Receives  Gifts,  Including  George  Bellows  Painting," 
Kansas  City  Star,  22  September  1985,  6E;  NAMA  1987,  170-71; 
NAMA  1991,  6;  Hemy  Adams,  George  Bellows:  An  American  Mas- 
ter, exh.  cat.  (Kansas  Cit)/,  Mo.:  Nelson-Atkins  Museum  of  Art, 
1991),  4;  NAMA  1993a,  229,  245;  NAMA  1993b,  109;  Courtney 
Graham  Donnell,  Ivan  Albright,  exh.  cat.  (Chicago:  Art  Institute 
of  Chicago,  1997),  67;  Dean  Porter  et  ak,  Taos  Anists  and  Their 
Patrons,  iSgS-ig^o,  exh.  cat.  (South  Bend,  hid.:  Suite  Museum  of 
Art,  University  of  Notre  Dame,  1999),  258-59  (as  Pueblo  Tesucfue 
Number  One). 
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Note:  The  Nelson-Atldns  owns  ten  paintings  in  the  series  American 
Historical  Epic.  Because  (with  noted  exceptions)  these  works  were 
exliibited  and  discussed  as  an  entity,  the  exhibition  histoiy  and  ref- 
erences for  all  panels  are  given  as  if  for  a  single  work  following  the 
technical  notes,  provenance,  and  related  works  for  each  panel. 


Thomas  Hart  Benton  (1889-1975) 
Aggression,  c.  1919-24  -h 

Oil  on  canvas,  mounted  on  aluminum  honeycomb  panel 
65%  X  27V8  in.  (167.3  ^  ^9 

Inscribed  on  verso  before  mounting  upper  right:  #3 
Bequest  of  the  artist,  F75-21/3 

Technical  Notes 

Benton  applied  a  thin,  off-white  ground  to  the  tightly  woven, 
medium-weight,  cotton  duck  support,  which  has  numerous  slubs 
and  irregularities.  He  applied  washes  of  light  blue  and  brown 
directly  over  the  ground;  these  tones  are  exposed  at  the  edges  of 
many  forms.  Benton  applied  thin,  medium-rich  layers  of  paint  in 
the  dark  areas  of  the  composition,  and  thick,  opaque  paint  with 
moderate  impasto  in  the  light  areas.  The  texture  of  the  under- 
lying paint  reveals  that  Benton  widened  the  proper  right  forearm 
of  the  central  figure.  The  paint  layers  are  stable  with  a  few  pinpoint 
losses.  Some  horizontal  mechanical  cracks  are  apparent  overall. 
Stretcher  cracks  are  visible  on  the  bottom  and  left  edges.  A  few, 
very  small  areas  of  retouch  are  apparent  under  ultraviolet  radiation. 
Museum  conservation  staff  treated  the  painting  in  1987,  at  which 
time  the  support  was  lined  to  an  aluminum  honeycomb  panel  and 
a  synthetic  varnish  with  a  moderately  high  sheen  was  applied. 

Provenance 
To  NAM  A,  1975. 


Thomas  Hart  Benton  (1889-1975) 
Palisades,  c.  1919-24  -f 

Oil  on  canvas,  mounted  on  aluminum  honeycomb  panel 
66Vh  X  72  in.  (168  x  182.9  cm) 

Inscribed  on  verso  before  mounting  top  center:  Histoiy  of  U.S.  / 

1^'  Chapter  Panel  #2 

Bequest  of  the  artist,  F75-21/2 

Technical  Notes 

Benton  applied  a  thin,  off-white  ground  to  the  tightly  woven, 
medium-weight,  plain-weave  canvas.  Neither  the  ground  nor  the 
overlying  paint  extends  to  the  edges  of  the  canvas.  Although  it  is 
impossible  to  confirm  wth  infrared  reflectography  that  an  under- 
drawing is  present,  what  appears  to  be  a  graphite  fine  is  visible  in 
normal  light  below  the  mustache  of  the  standing  central  figure. 
The  paint  surface  varies  from  areas  of  thin,  fluid  paint  with  visible 
canvas  texture  to  areas  of  moderate  impasto.  The  thinly  painted 
regions  are  primarily  found  in  the  shadows  and  background. 
Benton  applied  layers  of  thick,  opaque  paint  with  a  diy,  pastelike 
consistency  to  the  highlights.  He  used  hatching  lines  to  enhance 
the  modefing  of  some  of  the  figures.  Benton  overpainted  part  of 
the  fabric  swag  held  by  the  figure  at  the  upper  right  with  black 
paint.  The  underlying  blue  paint  remains  slightly  visible.  Several 
mechanical  cracks  are  evident  in  the  thickly  painted  regions,  and 
a  fine  craquelure  pattern  with  mildly  cupping  paint  has  developed 
in  the  thinly  painted  areas.  A  few  areas  of  retouch  are  located  at 
the  edges  and  in  some  of  the  figures.  Museum  conseivation  staff 
treated  the  painting  in  1987,  at  which  time  the  support  was  lined 
to  an  aluminum  honeycomb  panel.  The  syntlietic  resin  varnish  is 
transparent  and  in  good  condition. 

Provenance 
To  NAMA,  1975. 
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Related  Works 

Corn-positional  Study  for  "Palisades"  {American  Historical  Epic), 
1919-20,  pencil  and  sepia  on  paper,  8%  x  13  in.  (22.2  x  33  cm), 
Benton  Trust,  UMB  Bank,  n.a..  Trustee;  King  Philip,  1922,  oil 
on  canvas,  30  x  25  in.  (76.2  x  63.5  cm),  Saint  Joseph  College, 
West  Hartford,  Conn.;  King  Philip,  n.d.,  ink  on  paper,  11  x  8'/i  in. 
(27.9  X  21.6  cm),  location  unknown,  illustrated  in  Christie's  East, 
New  York,  31  May  1990,  lot  212;  King  Philip  (recto).  Pencil  Sketch 
of  Three  Figures  (verso),  n.d.,  oil  on  paper,  9%  x  7  in.  (24.2  x 
17.8  cm),  location  unknown,  illustrated  in  Christies,  New  York, 
23  September  1992,  lot  243. 


Thomas  Hart  Benton  (1889-1975) 
Prayer,  c.  1919-24  4- 

Oil  on  canvas,  mounted  on  aluminum  honeycomb  panel 
65%  x  72  in.  (167  X  182.9  cm) 

Inscribed  on  top  center  edge  folded  over  panel:  Histoiy  of  U.S., 

Chapter  i  Panel  4 

Bequest  of  the  artist,  F75-21/4 

Technical  Notes 

Benton  applied  a  thin,  off-white  ground  to  the  tightly  woven, 
medium-weight  canvas.  Infrared  reflectography  reveals  a  few 
faint,  loose  brushstrokes  with  which  he  outUned  the  figures.  The 
texture  of  the  overlying  paint  surface  varies.  Benton  applied  thick, 
opaque  paint  with  a  diy,  pastelike  consistency  to  the  highlights 
and  medium-rich  glazes  to  the  shadows.  He  appears  to  have  under- 
painted  each  form  separately.  What  appears  to  be  a  buckle  on  the 
boot  of  the  figure  at  the  lower  right  was  later  ovei-painted.  Some 
irregular  clumps  (possibly  paint  scrapings)  are  embedded  in  the 
paint  surface  and  are  noticeable  overall.  Mildly  cupping  mechani- 
cal cracks  are  present  in  the  thickly  painted  areas,  and  stretcher 
cracks  are  faintly  visible  at  the  edges  and  the  center  (corresponding 
to  the  intersecting  crossbars).  The  high  points  of  impasto  appear 


to  have  been  slightly  flattened  as  a  result  of  lining.  Small  areas  of 
retouch  appear  throughout.  Museum  consewation  staff  removed 
the  original,  natural  resin  varnish,  green  drips  of  house  paint,  and 
grime  during  treatment  in  1987,  at  which  time  the  support  was 
lined  to  an  aluminum  honeycomb  panel.  The  current,  synthetic 
resin  varnish  is  in  good  condition . 

Provenance 
To  NAMA,  1975. 

Related  Works 

Prayer,  c.  1919-23,  pencil  on  paper,  private  collection,  sold 
Sotheby's,  Chicago,  21  June  2001,  lot  1004;  Pilgrims  Landing 
(study  for  Prayer — American  Historical  Epic),  c.  1925,  oil  on 
canvas,  17  x  18%  in.  (43.2  x  47.6  cm),  location  unknown,  illus- 
trated in  Sotheby's,  New  York,  30  November  2000,  lot  177;  Study 
for  "Prayer"  {American  Historical  Epic),  c.  1923,  pencil  on  paper, 
4  X  5^/4  in.  (12.2  x  14  cm),  location  unknowai,  illustrated  in  Polly 
Burroughs,  Thomas  Hart  Benton:  A  Poi-trait  (Garden  City,  N.Y.: 
Doubleday,  1981),  pi.  21. 


Thomas  Hart  Benton  (1889-1975) 
Retribution,  c.  1919-24  -i- 

Oil  on  canvas,  mounted  on  aluminum  honeycomb  panel 
60  X  42  in.  (152.4  X  106.7  cm) 
Bequest  of  the  artist,  F75-21/5 

Technical  Notes 

Benton  applied  a  beige  ground  to  the  tightly  woven,  medium-  to 
heavyweight,  plain-weave,  cotton  duck  canvas.  Infrared  reflectog- 
raphy reveals  a  few  fines  of  Benton's  underdrawing,  which  were 
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applied  by  brush  and  appear  to  be  ink.  Over  this  drawing,  Benton 
appUed  multiple  layers  of  thiek,  opaque  oil  paint  and  thin,  trans- 
parent glazes.  He  appears  to  have  adjusted  the  green  robe  of  the 
figure  on  the  left,  changing  the  bottom  edge  and  adding  two  verti- 
cal folds  of  fabric.  Mechanical  cracks  vdth  veiy  slight  cupping  are 
located  in  thickly  painted  areas,  and  a  fine  craquelure  is  present 
in  the  thin,  dark  glazes.  Two  parallel,  horizontal  depressions  at 
the  center  relate  to  the  former  strainer.  There  are  two  large  areas 
of  retouch  below  the  window  and  the  gray  clouds.  Small  areas  of 
retouch  are  present  throughout.  The  layered,  synthetic  varnish  has 
a  moderately  high  sheen.  The  support  was  lined  to  an  aluminum 
honeycomb  panel  by  Museum  conservation  staff  during  treatment 
in  1987. 

Provenance 
To  NAM  A,  1975. 

Related  Works 

Study  for  "Retribution"  {American  Historical  Epic),  1919-24,  oil 
on  paper,  15  x  12V2  in.  (38.1  x  31.8  cm),  location  unknown,  illus- 
trated in  Benton's  America:  Works  on  Paper  and  Selected  Paint- 
ings, exh.  cat.  (New  York:  Hirschl  &  Adler  Galleries,  1991),  61; 
Retribution  (study  for  American  Historical  Epic),  c.  1922,  pencil 
on  paper,  4 '/2  x  6  in.  (11.4  x  15.2  cm),  private  collection;  Retribu- 
tion (2  studies  on  1  sheet),  c.  1923,  pencil  on  paper,  private  collec- 
tion, sold  Sotheby's,  Chicago,  21  June  2001,  lot  1004;  Retribution 
(study  ior  American  Historical  Epic),  c.  1923,  oil  on  paper,  17 '/2  x 
11%  in.  (44.5  X  30.2  cm),  Denver  Art  Museum;  Study  for  "Ret- 
ribution" (American  Historical  Epic),  c.  1923,  pencil  on  paper, 
4Vi  X  6  in.  (11.4  X  15.2  cm),  location  unknown,  illustrated  in  Polly 
Burroughs,  Thomas  Hari  Benton:  A  Portrait  (Garden  City,  N.Y.: 
Doubleday,  1981),  pi.  22;  Historical  Composition,  1929,  litho- 
graph, 11^2  X  i5^yi6  in.  (29.2  X  40.2  cm),  illustrated  in  Creekmore 
Fath,  The  Lithographs  of  Thomas  Hart  Benton  (Austin:  University 
of  Texas  Press,  1969),  24-25. 


Thomas  Hart  Benton  (1889-1975) 
Discovery,  1920  -f 

Oil  on  canvas,  mounted  on  alvmiinuin  honeycomb  panel 
6oVi6  X  42 Vs  in.  (152.6  x  107  cm) 

Signed  lower  right:  Benton;  inscribed  on  verso  before  mounting: 
History  of  US,  Chapter  1,  Panel  #1 
Bequest  of  the  artist,  F75-21/1 

Technical  Notes 

Benton  applied  an  off-white,  opaque  ground  to  the  tightly  woven, 
medium-weight,  cotton  duck  canvas.  He  used  thick,  opaque  paint 
with  a  dry,  pastelike  consistency  and  a  moderate  to  high  impasto  in 
the  highlights  of  the  figures  and  the  background  and  medium-rich 
glazes  in  the  shadows.  Irregular  lumps  in  the  paint  are  noticeable 
overall.  The  texture  of  the  underlying  paint  reveals  that  the  figure 
at  the  back  of  the  nearest  boat  once  raised  an  arm,  which  Benton 
later  covered  with  dark  blue  paint,  and  the  gray  cloud  at  the  upper 
right  edge  was  reduced  in  height.  Mechanical  cracks  are  present 
overall  with  very  slight,  low  cupping.  The  synthetic  varnish,  which 
has  a  moderately  high  sheen,  is  transparent,  saturating,  and  in  good 
condition.  Small  areas  of  retouch  are  present  throughout.  The 
painting  was  fined  to  an  aluminum  honeycomb  panel  by  Museum 
conservation  staff  during  treatment  in  1987. 

Provenance 
To  NAMA,  1975. 
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Thomas  Hart  Benton  (1889-1975) 
Jesuit  Missionaries,  c.  1924-26  -h 

Oil  on  canvas,  mounted  on  aluminum  honeycomb  panel 
65%  X  29  in.  (167.3  X  73-7  cm) 

Inscribed  on  verso  before  mounting:  Chapter  (r)  Panel  #3 
Bequest  of  the  artist,  F75-21/8 

Technical  Notes 

Benton  covered  the  loosely  woven,  medium-weight  canvas  with 
an  opaque,  off-white  ground.  Infrared  reflectography  reveals  that 
he  then  drew  a  graphite  grid  over  the  surface.  He  appears  to  have 
applied  a  thin,  red-brown  wash  to  define  some  of  the  figures. 
Whereas  the  dark  areas  of  the  canvas  are  thinly  painted,  Benton 
built  up  lighter  areas  and  some  portions  of  the  background,  fre- 
quently using  a  palette  knife.  The  drapeiy  of  the  missionary's 
proper  right  sleeve  initially  extended  lower,  and  the  hand  at  the 
bottom  edge  was  lowered  slightly.  A  slightly  darker  blue  is  visible 
under  the  fight  blue  sky,  suggesting  that  Benton  repainted  it.  A 
fine  cracpelure  has  developed  in  thinly  painted  areas.  Horizontal 
mechanical  cracks  are  apparent  overall,  and  traction  cracks  are 
present  in  the  missionaiy's  robe.  There  are  several  areas  of  retouch, 
the  largest  corresponding  to  a  repaired  tear  near  the  top  edge  of 
the  canvas.  Museum  consei"vation  staff  treated  the  painting  in 
1987,  at  which  time  the  support  was  lined  to  an  aluminum  honey- 
comb panel,  and  a  synthetic  varnish  with  a  moderately  high  sheen 
was  applied. 

Provenance 
To  NAMA,  1975. 


Thomas  Hart  Benton  (i889-1975) 
Lost  Hunting  Ground,  c.  1924-26  -f 

Oil  on  canvas,  moimted  on  aluminum  honeycomb  panel 
60V4  X  42 Vs  in.  (153  X  107  cm) 

Inscribed  on  verso  before  mounting  at  top  edge:  History  of  U.S. 

Chapter  2 — Panel  #5 

Bequest  of  the  artist,  F75-21/10 

Technical  Notes 

The  coarsely  woven,  slightly  open,  plain- weave  support  has  numer- 
ous slubs,  irregularities,  and  variations  in  thread  thickness.  Benton 
primed  the  canvas  with  an  opaque,  off-white  ground  layer.  Infra- 
red reflectography  reveals  widely  spaced  graphite  grid  lines  overall 
and  a  few  loosely  sketched  graphite  underdrawing  lines  in  the  two 
background  figures.  Benton  originally  drew  the  farmer's  proper 
right  elbow  in  a  slightly  higher  position.  He  also  raised  a  branch 
on  the  right  side  of  the  tree  in  the  upper  right  corner.  Benton  used 
opaque  paint,  vaiying  its  consistency  from  thick  and  pastelike  to 
thin  and  fluid.  In  general,  the  surface  is  thinly  painted  with  some 
low  impasto  in  the  highfights,  and  the  texture  of  the  canvas  weave 
is  prominent.  In  many  areas,  Benton  left  narrow  bands  of  thinly 
painted  canvas  between  adjacent,  more  thickly  painted  edges.  The 
painting  is  in  excellent  condition  overall.  Traction  cracking  and  a 
fine  craquelure  are  present  in  thinly  painted  regions.  Minor  pin- 
point areas  of  retouch  are  apparent  throughout,  predominantly  in 
the  upper  left  quadrant,  and  a  narrow  strip  of  retouch  is  present  at 
the  top  right  edge.  Museum  conservation  staff  removed  the  canvas 
from  its  original  stretcher  and  lined  it  to  an  aluminum  honeycomb 
panel  during  treatment  in  1986.  At  this  time,  conseivators  also 
removed  surface  grime  and  discolored  varnish,  flattened  canvas 
distortions,  and  applied  a  new  layer  of  synthetic  resin  varnish  with 
a  moderately  high  sheen. 
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Provenance 
To  NAMA,  1975. 

Related  Works 

Study  for  "Lost  Hunting  Ground"  c.  1924-26,  oil  on  paper,  16M  x 
12  in.  (42.5  X  30.5  cm),  location  unknown,  illustrated  in  Benton's 
America:  Works  on  Paper  and  Selected  Paintings,  exh.  cat.  (New 
York:  Hirschl  &  Adler  Galleries,  1991),  30,  61. 


losses  and  numerous  minor  areas  of  retouch  are  apparent  overall. 
Museum  conservation  staff  lined  the  canvas  to  an  aluminum  honey- 
comb panel  during  treatment  in  1987.  At  this  time,  conservators 
also  removed  surface  grime  and  discolored  varnish,  stabilized  in- 
secure areas  of  paint,  flattened  canvas  distortions,  and  applied  a 
synthetic  resin  varnish  with  a  moderately  high  sheen. 

Provenance 
To  NAMA,  1975. 


Thomas  Hart  Benton  (1889-1975) 
Over  the  Mountains,  c.  1924-26  -f 

Oil  on  canvas,  mounted  on  aluminum  honeycomb  panel 
66V4  X  72  in.  (168.3  ^  182.9  cm) 
Bequest  of  the  artist,  F75-21/7 

Technical  Notes 

The  loosely  woven,  medium-weight,  plain-weave  support  has 
numerous  slubs  and  irregularities.  Benton  primed  the  canvas  with 
a  thin,  opaque,  bright  white  ground  before  applying  the  overlying 
layers  of  opaque  paint  wet  into  wet.  The  surface  texture  varies 
from  thinly  painted  regions  with  visible  canvas  texture  to  thick, 
high  impasto.  Benton  used  a  palette  knife  as  well  as  brushes  to 
create  the  active  surface.  He  left  narrow  bands  of  thinly  painted 
canvas  between  most  of  the  adjacent,  thickly  painted  edges.  He 
used  transparent  glazes  in  the  shadows  and  also  to  tone  the  figures. 
Drip  marks  from  an  application  of  red  glaze  are  present  below 
the  proper  right  hand  of  the  lower  left  figure.  He  applied  thin 
scumbles  over  thick  paint,  further  emphasizing  the  underlying  tex- 
ture. Infrared  reflectography  was  unable  to  penetrate  the  paint  lay- 
ers. The  painting  is  in  excellent  condition.  Some  wide  mechanical 
cracks  are  present  in  thickly  painted  regions,  and  a  fine  craquelure 
has  developed  in  the  thin,  medium-rich  shadows.  A  few  small  paint 


Thomas  Hart  Benton  (1889-1975) 
Struggle  for  the  Wilderness,  c.  1924-26  -f 

Oil  on  canvas,  moiuited  on  alvmiinum  honeycomb  panel 
66^/4  X  72^4  in.  (168.3  ^  183.5  ^™) 
Bequest  of  tlie  artist,  F75-21/9 

Technical  Notes 

The  loosely  woven,  medium-weight,  plain-weave  support  contains 
numerous  slubs  and  irregularities.  Benton  applied  a  thin,  opaque, 
off-white  ground.  Infrared  reflectography  reveals  several  faint 
graphite  grid  lines  as  well  as  fine  paint  strokes  outlining  the  fig- 
ures and  marldng  the  locations  of  shadows.  The  drawings  beneath 
the  small  figures  at  the  top  center  and  lower  left  corner  are  more 
detailed  than  the  final  painted  image.  A  few  thick  brushstrokes  in 
the  underlying  paint  layer  suggest  that  the  shape  of  the  flag  was 
altered  slightly.  Benton  applied  multiple  layers  of  paint,  and  the 
surface  texture  varies  from  areas  of  thin  paint  \mth  visible  canvas 
texture  to  areas  of  thick  paint  with  low  impasto  and  pi-onounced 
brushwork.  Paint  is  built  up  around  the  slubs  and  irregularities 
of  the  canvas  weave.  Small  lumps  of  dried  paint,  which  Benton 
mixed  into  the  wet  paint,  are  apparent  in  thinly  painted  regions. 
He  apphed  red  and  brown  glazes  to  the  shadows  and  he  outlined 
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several  of  the  faces,  hands,  and  other  shapes  using  fluid  brown 
paint.  The  painting  is  in  excellent  condition  overall.  A  few  pinpoint 
losses  in  the  lower  left  corner  and  a  few  minor  areas  of  retouch  are 
apparent.  Fine  mechanical  cracks  are  evident  overall,  and  some 
fine  traction  cracks  appear  in  the  dark,  thinly  painted  regions. 
Museum  consei-vation  staff  lined  the  canvas  to  an  aluminum  hon- 
eycomb panel  in  1987.  At  that  time,  conservators  also  removed 
surface  grime  and  discolored  varnish,  stabiUzed  insecure  areas  ol 
paint,  reduced  splatters  of  green  and  metallic  paint  on  the  surface, 
flattened  canvas  distortions,  and  appHed  a  synthetic  resin  varnish. 

Provenance 
To  NAMA,  1975. 

Related  Works 

Struggle  for  the  Wilderness  (2  studies),  c.  1923,  pencil  on  paper, 
private  collection,  sold  Sotheby's,  Chicago,  21  June  2001,  lot  1004; 
Sketch  for  "Struggle  for  the  Wilderness,"  1924,  pencil  on  paper, 
QV2  X  14V8  in.  (24.1  X  35.9  cm),  Benton  Trust,  UMB  Bank,  n.a.. 
Trustee;  Study  for  Mural,  1925,  oil  on  paper,  19  x  21^4  in.  (48.3  x 
54  cm),  Benton  Trust,  UMB  Bank,  n.a..  Trustee. 


Thomas  Hart  Benton  (1889-1975) 
The  Pathfinder,  c.  1926  -f 

Oil  on  canvas,  mounted  on  alumiiuini  honeycomb  panel 
6o'/s  X  42 '/s  in.  (152.7  X  107  cm) 

Inscribed  on  verso  before  mounting  upper  right:  Chapter  2,  Panel  #1 
Be({uest  of  the  artist,  F75-21/6 

Technical  Notes 

Benton  applied  a  bright  white  ground  to  the  loosely  woven, 
medium-weight,  plain-weave  canvas.  While  he  painted  the  sky. 


shadows,  and  background  figures  thinly,  he  appUed  thick,  opaque 
paint  to  the  foreground  and  the  highlights  of  the  main  figure, 
often  using  a  palette  knife.  A  long,  vertical  brushstroke  in  the 
paint  beneath  the  pathfinder's  powder  horn  corresponds  to  the 
butt  of  his  gun,  suggesting  that  the  horn  was  added  later.  Benton 
also  appears  to  have  repainted  the  sky  a  fighter  blue.  The  painting 
is  in  excellent  condition  overaU.  Some  minor  mechanical  cracking, 
smaU  losses,  and  several  smaU  areas  of  retouch  appear  in  locafized 
areas.  Museum  conservation  staff  lined  the  canvas  to  an  aluminum 
honeycomb  panel  during  treatment  in  1987,  at  which  time  a  syn- 
thetic varnish  with  a  moderately  high  sheen  was  appfied. 

Provenance 
To  NAMA,  1975. 

Related  Works 

The  Pathfinder  (study  ior  American  Historical  Epic),  c.  1924,  pen- 
cil on  paper,  10  x  7%  in.  (25.4  x  19.7  cm),  Benton  Trust,  UMB 
Bank,  n.a.,  Trustee;  The  Pathfinder,  1924-26,  ofl  on  board,  14  x 

11  in.  (35.6  X  27.9  cm),  Gerald  Peters  Galleiy,  Santa  Fe;  Value 
Study  for  "The  Pathfinder"  {American  Historical  Epic),  1926,  ofl 
on  paper,  12  x  8Vh  in.  (30.5  x  22.5  cm),  Benton  Trust,  UMB  Bank, 
n.a.,  Trustee. 

Exhibitions 

American  Institute  of  Architects  and  Architectural  League  of  New 
York,  40th  Annual  Exhibition,  20  April-2  May  1925,  no  cat.;  New 
Gallery,  New  York,  12-28  February  1927,  nos.  28-32,  36;  Ameri- 
can Institute  of  Architects  and  Architectural  League  of  New  York, 
42nd  Annual  Exhibition,  21  February-5  March  1927,  no  cat.  (The 
series  appears  to  have  been  divided  between  the  two  overlapping 
venues  above.  While  it  is  not  known  which  paintings  were  shown 
at  the  American  Institute  of  Architects  and  Architectural  League 
of  New  York,  the  catalogue  for  the  New  Gallery  show  lists  Dis- 
covery, Palisades,  Aggression,  Prayer,  Retribution,  and  The  Path- 
finder); American  Institute  of  Architects  and  Architectural  League 
of  New  York,  4,3/T/  Annual  Exhibition,  4  February-4  March  1928, 
unnumbered;  Kansas  City  Art  Institute,  Mo.,  Paintings  ami  Draw- 
ings by  Thomas  Hart  Benton,  Januaiy  1936,  no  cat.;  Lakeside 
Press  GaUeries,  Chicago,  Catalogue  of  a  Loan  Exhibition  of  Draw- 
ings and  Paintings  by  Thomas  Han  Benton,  1  October-30  Novem- 
ber 1937,  nos.  1-5,  7-11  (as  History  of  the  United  States);  Associated 
American  Artists  Galleries,  New  York,  Thonms  Hai~t  Benton:  Ret- 
rospective Exhibition,  18  April-12  May  1939,  unnumbered;  Uni- 
versity of  Kansas  Museum  of  Art,  Lawrence,  Thomas  Hart  Benton, 

12  April-18  May  1958,  nos.  6-10  (as  History  of  the  Early  United 
States;  it  is  not  possible  to  discern  from  the  exliibition  catalogue 
which  five  paintings  were  showi);  University  Art  Gallery,  Univer- 
sity of  Arizona,  Tucson,  Thomas  Hart  Benton:  A  Giant  in  Ameri- 
can Art,  15  October  1962-1  September  1963  (traveled),  nos.  1-10 
(as  Symbolic  History  of  the  United  States  in  Two  Chapters;  Jesuit 
Missionaries  as  The  Jesuits;  Struggle  for  the  Wilderness  as  French 
and  Indian  Wars);  Rutgers  University  Art  GaUeiy,  Brunswick,  N.J., 
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Thomas  Hart  Benton:  A  Retrospective  of  His  Early  Years,  igoj- 
1Q2Q,  19  November-30  December  1972,  nos.  42-51;  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.,  Thonms  Hart  Benton:  An  Ameri- 
can Original  17  April  1989-22  July  1990  (traveled),  nos.  68-71, 
73,  77-81;  Museo  d'Arte  Moderna  della  Citta  di  Lugano,  Villa 
Malpensata,  Lugano,  Swdtzerland,  Thomas  Hart  Benton, 
5  September-15  November  1992,  nos.  23-32;  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Mich 
toest  as  Muse,  5  Februaiy-31  July  2005,  no  cat. 

References 

Thomas  Hart  Benton,  "Form  and  the  Subject,"  A/t.s  5  (June  1924), 
304  {Talisades  as  FoHification),  305,  307;  Thomas  Craven,  "An 
American  Painter,"  Natioi^  120  (7  Januaiy  1925),  22;  Virgil  Barker, 
"New  York  Exliibitions,"  Arts  7  (June  1925),  335-36;  "Briefer 
Mention,"  Neiv  York  Times,  6  February  1927,  Xio;  Elizabeth  L. 
Caiy,  "American  Prints  Are  Sent  to  Florence,"  New  York  Times, 
13  Februaiy  1927,  Xii;  "Decorations  by  Thomas  Benton  at  the 
New  Galleiy,"  Neto  York  Evening  Sii)},  19  Februaiy  1927,  16; 
"Notes  of  the  Art  World,"  New-  York  American,  20  Februaiy  1927, 
M9;  "Various  Americans:  Paintings  by  John  Noble,  John  Sloan  and 
Others,"  New  York  Herald  Trihnne,  20  Februaiy  1927,  sec.  6,  lo; 
Boardiuan  Robinson,  "A  Shocking  Exliibit,"  letter  to  the  editor. 
Nation  125  (23  Februaiy  1927),  211;  Murdock  Pemberton,  "The 
Art  Galleries:  There  Must  Be  Something  in  This  Art,  That  People 
Become  So  Fxcited  about  It,"  New  Yorker,  26  Februaiy  1927,  70- 
71;  "Thomas  Hart  Benton  Conceives  a  New  Style  of  Mural  Paint- 
ing," Art  Digest  1  (1  March  1927),  7;  Thomas  Craven,  "American 
Month  in  the  Galleries,"  Art.s  11  (March  1927),  152;  Lev\as  Mum- 
ford,  "An  American  Epic  in  Paint,"  New  Republic  50  (6  April  1927), 
197;  Lee  Simonson,  "The  Palette  Knife,"  Creative  Art  3  (October 
1928),  31-32;  Thomas  Hart  Benton,  "My  American  Epic  in  Paint," 
Creative  Ait  3  (December  1928),  30-36;  Lewis  Mumford,  "Thomas 
Flart  Benton,"  Creative  Art  3  (December  1928),  37;  Suzanne  La 
Follette,  An  in  America  (New  York:  Hai-per  and  Brothers,  1929), 
338-39;  "The  Art  Market,"  Parnassus  1  (November  1929),  22;  Art.s 
and  Decoration  38  (Februaiy  1933),  58;  America.)}  Fainting  and 
Sculpture  (1862-1Q22),  exh.  cat.  (New  York:  Museum  of  Modern 
Art,  1933),  4;  Richard  Beer,  "As  They  Are:  The  Man  from  Mis- 
souri," Art  IVetus,  6  Januaiy  1934,  ii;  Helen  Lieban,  "Thomas  Ben- 
ton: American  Mural  Painter,"  Design  36  (Decenrber  1934),  32; 
"Art  Strides  Ahead  in  This  Important  Art  Center,"  Kaiisas  City 
Star,  5  Januaiy  1936,  iiA;  M.K.P.,  "U.S.  liistoiy  in  Panels,"  Kan- 
sas Citij  Times,  6  Januaiy  1936,  9;  "Works  of  Thomas  Hart  Benton: 
Januaiy  Exhibition,"  Bulletin  of  the  Kansas  City  Art  Institute, 
Januaiy  1936,  unpaginated;  Thomas  Craven,  "Thomas  Hart  Ben- 
ton," Scrihner's  102  (October  1937),  36;  Catalogue  of  a  Loan 
Exhibition  of  Drawings  and  Paintings  by  Thomas  Plaii  Benton, 
with  an  Evaluation  of  the  Aiiist  and.  His  Work,  exh.  cat.  (Chicago: 
Lakeside  Press  Galleries,  1937),  lO;  Thomas  Craven,  A  Descriptive 
Catalog  of  the  Works  of  Thomas  Hart  Benton:  Spotlighting  the 
Imponant  Periods  during  the  Artist's  Thiiiy-two  Years  of  Painting, 
exli.  cat.  (New  York:  Associated  American  Artists,  1939),  14,  26-27; 


Ralph  M.  Pearson,  Experiencing  American  Pictures  (New  York: 
Haiper  &  Brothers,  1943),  139;  "Thomas  Hart  Benton  Presents  Uni- 
versit)'  \vith  Murals,"  University  Neics  (Universit)'  of  Kansas  City, 
Mo.),  16  May  1945,  1,  3;  Thomas  H.  Benton  (New  York:  American 
Artists  Group,  1945),  unpaginated;  Thomas  Flart  Benton,  "Ameri- 
can Regionalism:  A  Personal  Histoiy  of  the  Movement,"  University 
of  Kansas  Citij  Picview  18  (Autumn  1951),  149,  167;  Milton  Browai, 
American  Painting  from  the  Armory  Show  to  the  Depression 
(Princeton,  N.J.:  Princeton  Universit)/  Press,  1955),  192-93,  196; 
Thomas  Hart  Benton,  exh.  cat.  (Lawrence:  University  ol  Kansas 
Museum  of  Art,  1958),  unpaginated;  Thomas  Hait  Benton:  A  Giant 
in  American  Art,  exh.  cat.  (Tucson:  Universit)'  of  Arizona,  1962), 
unpaginated  (as  Symbolic  History  of  the  United  States  in  Two 
Chapters;  Jesuit  Missionaries  as  The  Jesuits;  Struggle  for  the 
Wilderness  as  French  and  Iiidian  Wars);  Robert  K.  Sanford,  "Ben- 
ton Autograph  wdth  a  Flourish,"  Kansas  City  Star,  23  June  1963,  i; 
Michael  Mardikes,  "Behind  the  Smoke:  Thomas  Flart  Benton," 
Tliis  Month  in  Kansas  City,  September  1966,  20;  Thomas  HaH 
Benton,  An  Artist  in  Anwrica  (Columbia:  University  of  Missouri 
Press,  1968),  62,  247;  Thomas  Hart  Benton,  "An  American  in  Art: 
A  Professional  and  Technical  Autobiography,"  Kansas  Quaiierly  1 
(Spring  1969),  51,  53,  56-58;  Thomas  Hart  Benton,  Ai}  American 
in  Aii:  A  Professional  ami  Technical  Autobiography  (Lawrence: 
Universit)'  Press  of  Kansas,  1969),  51,  53,  56-58,  84,  148-49;  Jules 
Loh,  "Resident  Artist  and  Sage:  Benton  Misses  Land  of  His  Youth," 
Kansas  City  Star,  15  March  1970,  7F  (as  History  of  America); 
Matthew  Baigell,  "Thomas  liart  Benton  in  the  1920's,"  Art  Jounuil 
29  (Summer  1970),  422,  425-26  {Palisades  as  The  Stockade),  428, 
429n2,  429ni7;  Matthew  Baigell,  ed.,  A  Thomas  Hart  Benlon  Mis- 
cellany: Selections  fnnn  His  Published  Opinions,  iqi6-iq6o  (Law- 
rence: Universit)' Press  of  Kansas,  1971),  5,  7, 16-21;  "2  Exliibitions: 
Benton  and  RockAvell,"  New  York  Times,  12  November  1972,  128; 
John  Canaday,  "Young  Artist  en  Route  to  the  U.S.A.,"  New  York 
Times,  10  December  1972,  D27  (as  American  Historical  Epic 
Series);  Phillip  Dennis  Gate,  Thomas  Hart  Benton:  A  Retrospective 
of  His  Early  Years,  igoy-iQ2g,  exh.  cat.  (New  Brunswick,  N.J.: 
Rutgers  University  Art  Galleiy,  1972),  unpaginated;  John  Canaday, 
"Thomas  Hart  Benton:  ■Impossible  to  Pigeon-hole,'"  Columbia 
Missourian,  7  Januan'  1973,  \''ibrations  sec,  5;  Thomas  Hart  Ben- 
ton: A  Personal  Commemorative,  exh.  cat.  (Joplin:  Spiva  Art  Cen- 
ter, Missouri  Southern  State  College,  1973),  65-69  (as  The  Epic  of 
America);  fames  R.  Mellow,  "The  American  Scene,"  New  York 
Times,  1  December  1974,  503;  Matthew  Baigell,  The  American 
Scene:  American  Painting  of  the  1930's  (New  York  and  ^Vashing- 
ton:  Praeger  Pubhshers,  1974),  91,  94;  Matthew  Baigell,  Thomas 
Hart  Benton  (New  York:  Hariy  N.  Abrams,  1974),  9,  55,  62,  64-68, 
70-71,  74-79,  111,  122,  129,  176,  183,  263-64;  E.sther  Forman 
Singer,  "Thomas  Hart  Benton:  Still  Youthful  at  8s,'^  American  Art- 
ist  38  (1974),  50;  Kathleen  Patterson,  "Nelson  Galleiy  in  Benton 
Will,"  Kansas  City  Tunes,  26  Februaiy  1975,  lA;  "Tom  Benton's 
Kansas  Git)/  Legac)'  and  l^ersephone,'"  Kansas  City  Times,  28  Feb- 
ruaiy 1975,  34;  Doubild  Hoffmann,  "Art  Talk,"  Kansas  City  Star, 
7  March  1976,  3F;  "Ptiintings  from  the  Thomas  liart  Benton 


24 


Bequest,"  Gallenj  Events  (William  Rockliill  Nelson  Galleiy  of  Art 
and  Maiy  Atldns  Museum  of  Fine  Arts),  March  1976,  unpaginated; 
Nancy  Heller  and  Julia  Williams,  The  Regionalists  (New  York: 
Watson-Guptill  Publications,  1976),  141,  152;  Wilma  Yeo  and 
Helen  K.  Cook,  Mavehek  with  a  Paiiilhnish:  Thonuis  Hart  Beirloii 
(Garden  City,  N.Y:  Doubleday  &  Company,  1977),  57-60;  Ste- 
phen Polcari,  "Jackson  Pollock  and  Thomas  Hait  Benton,"  Arts 
Magazine  53  (March  1979),  120-24;  Paul  Cunuuings,  Anists  in 
Their  Own  Words  (New  York:  St.  Martin's  Press,  1979),  39,  43; 
Victor  Koshkin-Youiitzin,  "Thomas  Hart  Benton:  T3athers'  Re- 
discovered," Ans  Magazine  54  (May  1980),  100-101;  Benton's 
Bentons,  exh.  cat.  (Lawrence,  Kans.:  Helen  Foresman  Spencer 
Museum  of  Art,  1980),  24-25,  62;  Patricia  Ewing  Pace,  "You'll 
Find  Some  Authentic  Bentons  .  .  .  Right  under  Your  Veiy  Nose," 
Kansas  City  Star,  27  April  1981,  iB;  Avis  Berman,  "Thomas  Hart 
Benton:  American  Images,"  Art  &  Antiques  4  (September-October 
1981),  55-56;  Gail  Levin,  "Thomas  Hart  Benton,  S)/nchr()mism, 
a]id  Abstract  Art,"  Arts  Magazine  56  (December  1981),  144,  148; 
Polly  Burroughs,  Thomas  Hart  Beirton:  A  Portrait  (Garden  City, 
N.Y:  Doubleday  &  Company,  1981),  58,  74,  76-78,  85,  98;  Erika 
Lee  Doss,  "Regionalist  in  Holl)'wood:  Painting,  Film,  and  Patron- 
age, 1925-1945,"  Ph.D.  diss.,  Universit)'  of  Minnesota,  1983, 
60-62,  79n44;  Matthew  Baigell,  "Recovering  America  for  Ameri- 
can Art:  Benton  in  the  Farly  Twenties,"  in  Thonias  Hart  Benton: 
Chronicler  of  America's  Folk  Heritage,  ed.  Linda  Weintraub,  exh. 
cat.  (New  York:  Bard  College,  1984),  13;  Robert  W.  Buder,  "Walls 
of  Art  of  Thomas  LLut  Benton,"  Kansas  City  Star,  11  August  1985, 
iiE;  Heniy  Adams,  Thomas  Hart  Benton:  An  Inti)nate  View,  exh. 
cat.  (Kansas  City,  Mo.:  Federal  Resen/e  Bank  of  Kansas  Cit)',  1985), 
19;  Emily  Braun,  "Thomas  Llart  Benton  and  Progressive  Liberal- 
ism: An  Litei-pretation  of  the  New  School  Murals,"  in  Braun  and 
Thomas  Branchick,  Thomas  Hart  Benton:  The  America  Today 
Murals,  exh.  cat.  (New  Yoi'k:  Equitable  Life  Assurance  Societ)/  of 
the  U.S.  and  the  President  and  Trustees  of  Williams  College, 
1985),  12-13,  3inn  13-15,  62,  69;  Karal  Ann  Marling,  Toni  Benton 
and  His  Drawings:  A  Biographical  Essay  and  a  Collection  of  His 
Sketches,  Studies,  and  Mural  Cartoons  (Columbia:  University  ol 
Missouri  Press,  1985),  10,  i2n33,  13,  21,  114-17,  119-20,  124,  134, 
222;  Donald  Hoffmann,  "Benton  Murals  Go  into  Shop  for  Clean- 
ing," Kansas  City  Star,  22  June  1986,  iK;  "Benton  Murals  Receive 
Face  Lifts,"  Calendar  of  Events  (Nelson-Atkins  Museum  of  Art), 
September  1986,  6;  "Galleiy  Faces,"  Independent  (Kansas  City, 
Mo.),  15  November  1986,  23;  Linda  Downs  and  Ellen  Sharp,  eds., 
Diego  Rivera:  A  Retrospective  (New  York:  Founders  Society 
Detroit  Institute  of  Arts,  1986),  160;  Elizabeth  Broun,  "Thomas 
Hart  Benton:  A  PoHtician  in  Art,"  Smiihsonicni  Studies  in  Ameri- 
can Art  1  (Spring  1987),  60-62;  Charles  Burke,  "Benton  Paintings 
Receive  Cleaning,  Sprucing  Up,"  Independence  (Mo.)  Examiner, 
15  July  1987,  Suburban  Life  sec,  i;  "Benton  Art  Restored  at 
Museum,"  Grit  (Williamsport,  Pa.),  6  September  1987,  28;  J.  Rich- 
ard Gruber,  "Thomas  Flart  Benton:  Teaching  and  Art  Theoiy," 
Ph.D.  diss.,  University  of  Kansas,  1987,  x\^,  x\d,  98-169  passim,  220, 
265,  284n26,  322,  362,  365,  439-42,  459-60;  Toni  Wood, 


"Redressing  Benton's  Creative  Abandon,"  Kansas  City  Star, 
12  March  1989,  iD;  "Name  Dropping,"  Independent  (Kansas  City, 
Mo.),  18  March  1989,  10;  Donald  Lloffmann,  "Artist's  St)^listic 
Bombast  Rings  'Veiy  Loud  but  Veiy  Hollow,"  Kansas  City  Star, 
16  April  1989,  loE;  Kyle  MacMillan,  "Painter  Has  Earned  a  Place 
of  Respect  with  Distinct  Vision,"  Kansas  City  Star,  16  April  1989, 
loE;  "Thomas  PLxrt  Benton:  An  American  Original,"  Kansas  City 
Star  Magazine,  advertising  supplement,  16  April  1989,  12,  18;  Vei-- 
l)m  Klinkenborg,  "Thomas  Hart  Benton  Came  from  Missouri — and 
He  Showed  'Em,"  Smithso)}ian  20  (April  1989),  98;  "At  Whitney,  a 
Look  Back  at  Thomas  Hait  Benton,"  New  York  Times,  17  Novem- 
ber 1989,  C30;  Arthur  R.  Railton,  "Tom  Benton:  Chilmarker," 
Dukes  County  (Mass.)  Intelligencer  31  (November  1989),  68-69; 
Bob  Priddy,  Only  the  Rivers  Are  Peaceful:  Thonas  Hart  Benton's 
Missouri  Mural  (Independence,  Mo.:  Independence  Press/Herald 
Publishing  House,  1989),  25ni;  Erika  Doss,  "The  Art  of  Cultural 
Politics:  Fi-om  Regionalism  to  Abstract  Expressionism,"  in  Recast- 
ing America:  Culture  and  Politics  in  the  Age  of  Cold  War,  ed.  Laiy 
May  (Chicago:  Universit)/ of  Chicago  Press,  1989),  200-201;  Doug- 
las Hurt  and  Maiy  K.  Dains,  eds.,  Tlunnas  Hart  Benton:  Artist, 
Writer,  and  Intellectual  (Columbia:  State  Historical  Societ)' of  Mis- 
souri, 1989),  39,  40,  65,  67,  69-73,  124-26;  Robert  L.  Gambone, 
Art  and  Popular  Religion  in  Evangelical  America,  iqi^-iq40 
(Knoxville:  University  of  Tennessee  Press,  1989),  5-7;  NAMA 
1989a,  87-90,  124-31;  NAMA  1989b,  21-23;  Calvin  J.  Goodman, 
"Benton's  Enduring  American  Art  Pait  Two,"  American  Artist  54 
(Januaiy  1990),  68;  William  Wilson,  "Benton's  Epics  from  the  Soil," 
Los  Angeles  Times,  29  April  1990,  92;  Flemy  Adams,  Thomas  Hart 
Bentoi:  Drawingfron\  Life,  exh.  cat.  (New  York:  AbbeWlle  Press, 
1990),  23-24,  94,  110-12,  128-32,  139,  155,  157;  Alan  Wallach, 
"Regionalism  Redux,"  Art  Quarterly  43  (June  1991),  267;  NAMA 
1991,  182-89;  Bei^fon's  America:  Works  on  Paper  and  Selected 
Paintings,  exh.  cat.  (New  York:  Hirschl  &  Adler  Galleries,  1991), 
61;  Erika  Doss,  Benton,  Pollock,  and  the  Politics  of  Modernism: 
From  Regioiialism  to  Abstract  Expressionism  (Chicago:  University 
of  Chicago  Press,  1991),  5,  9-65  passim,  67,  83;  World  War  II 
through  the  Eyes  of  Thomas  Hart  Benton,  e.xh.  cat.  (San  Antonio: 
Marion  Koogler  McNay  Art  Museum,  1991),  9, 12;  Rudy  Chiappini, 
ed.,  Thonias  Hart  Benton,  exh.  cat.  (Lugano,  Switzerland:  Museo 
d'Arte  Moderna,  1992),  48,  50,  52,  59,  61,  63,  65,  67,  69,  71,  73-75, 
92,  96,  155-59;  Michael  Kammen,  Meadows  of  Memory:  Images  of 
Time  a)\d  Tradition  in  American  Art  and  Cukure  (Austin:  Univer- 
sit)/  of  Texas  Press,  1992),  60;  Mark  Thisdethwaite,  "A  Fall  from 
Grace:  The  Critical  Reception  of  Histoiy  Painting,  1875-1925,"  in 
Picturing  Historij:  America)!  Painting,  1J/O-1Q30,  ed.  WiUiam 
Ayres  (New  York:  Rizzoli,  1993),  197;  Paul  Wood,  Francis  Frascina, 
Jonathan  Hariis,  and  Charles  Flarrison,  Modernism  in  Dispute:  Art 
since  the  Forties  (New  Plaven:  Yale  University  Pi'ess,  1993),  11; 
NAMA  1993b,  96;  Edward  Lucie-Smith,  American  Realism  (Lon- 
don: Thames  &  Hudson,  1994),  94-96,  235;  Nina  Allen,  "Thomas 
Hart  Benton  and  jolm  Steinbeck:  Populist  ReaUsm  in  the  Depres- 
sion Era,  1929-1941,"  Ph.D.  diss.,  Boston  Universit)/;  1995,  vii-\'iii, 
10,  15,  30-43,  32n39,  46,  56,  65,  244-48,  251-53;  Lany  A.  James 
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and  Sybil  Jobe,  Neosho,  Tom  Benton's  All-American  City:  A  Trib- 
ute to  the  Neosho  Daihj  News  (Neosho,  Mo.:  Newton  County  His- 
torical Society,  1997),  121;  A  Selection  of  American  Paintings  from 
Our  Current  Inventory  (Farmington,  Me.:  Tom  Veilleux  Gallery, 
February  1998),  unpaginated;  Marco  Sioli,  "Huguenot  Traditions 
in  the  Mountains  of  Kentucky:  Daniel  Trabue's  Menioires,"/our- 
nal  of  American  History  84  (March  1998),  1,330;  James  Warren, 
"Total  War  Comes  to  the  New  World,"  MHQ:  The  Quarterhj  Jour- 
nal of  Military  History,  Autumn  1998,  28;  Roy  Proctor,  "About 
Thomas  Hart  Benton  and  His  Magnificent  Murals,"  Richmond 
(Va.)  Times-Dispatch,  27  December  1998,  G5;  Matthew  Baigell, 
"American  Art  and  National  Identity:  The  1920s,"  in  Critical  Issues 
in  American  Art:  A  Book  of  Readings,  ed.  Mary  Ann  Calo  (Boulder, 
Colo.:  Westview  Press,  1998),  274-75;  Jill  Lepore,  The  Name  of 
War:  King  Philip's  War  and  the  Origins  of  American  Identity  (New 
York:  Knopf,  1998),  cover;  Barbara  Jaffee,  "The  Abstraction  Within: 
Diagrammatic  Impulses  in  Twentieth  Centuiy  American  Art, 
Pedagogy,  and  Art  Histoiy,"  Ph.D.  diss..  University  of  Chicago, 
1999,  135,  258;  Kathleen  A.  Foster,  Thomas  Hart  Benton  and  the 
Indiana  Murals  (Indianapolis  and  Bloomington:  Indiana  Univer- 
sity Art  Museum,  in  association  with  Indiana  University  Press, 
2000),  140-41;  Matthew  Baigell,  Ariist  and  Identity  in  Twentieth- 
Century  America  (New  York:  Cambridge  University  Press,  2001), 
70,  118,  119,  125;  Randall  R.  Griffey,  "Bingham  to  Benton:  The 
Midwest  as  Muse,"  American  Art  Review  17  (April  2005),  95-96, 
98-99- 


Thomas  Hart  Benton  (1889-1975) 
Construction,  1923  + 

Ink  with  oil  wash  on  canvas 
27%  X  23¥i  in.  (70.5  X  60.3  cm) 

Signed  upper  right:  Benton;  signed  and  dated  lower  right:  Benton  24; 
signed  lower  right:  Benton 
Bequest  of  the  artist,  F75-21/42 


Technical  Notes 

The  finely  woven,  plain-weave  canvas  has  been  lined  to  a  heavy- 
weight canvas  support  using  a  wax-based  adhesive.  It  is  covered 
with  a  thin,  bright  white  ground,  over  which  Benton  first  sketched 
the  composition  in  graphite  before  adding  black  ink  and  thin 
washes  of  oil  paint.  Ink  lines  appear  both  above  and  below  the 
paint  layers,  which  Benton  applied  wet  into  wet.  The  paint  surface 
is  fairly  smooth,  and  the  canvas  texture  is  prominent.  Benton  left 
the  ground  exposed  in  places  and  removed  some  areas  of  wash  to 
create  highlights.  Sgraffiti  appear  in  some  areas.  Some  flecks  of  sil- 
ver leaf,  possibly  from  the  original  frame,  are  present  on  and  under 
the  paint  surface.  The  painting  is  covered  with  a  thin,  yellowed, 
natural  resin  varnish.  Benton  painted  on  top  of  the  varnish  in  some 
areas.  These  additions  are  slightly  matte  in  appearance  and  seem 
to  follow  the  shapes  of  the  composition  rather  than  compensating 
for  paint  loss.  They  may  have  been  painted  after  the  artist  initially 
considered  the  composition  complete  since  he  also  signed  "Benton 
24"  in  ink  on  top  of  the  varnish  layer,  to  the  right  of  an  earlier  signa- 
ture inscribed  before  varnishing.  The  canvas  has  three  small  tears, 
numerous  minor  abrasions  and  pinpoint  losses,  and  two  vertical 
scratches  in  the  paint  that  expose  the  white  ground.  Four  small 
concave  indentations  are  located  near  the  left  edge.  No  mechanical 
cracking  is  visible  except  in  the  underlying  signature  in  the  lower 
right  corner. 

Provenance 
To  NAMA,  1974. 

Related  Work 

Construction,  c.  1923,  oil  on  illustration  board,  mounted  on  ply- 
wood, 20  X  21%  in.  (50.8  X  55.2  cm),  Benton  Trust,  UMB  Bank, 
n.a..  Trustee. 

Exhibitions 

Federal  Reserve  Bank  of  Kansas  City,  Mo.,  Kansas  City  Remem- 
bers: Thomas  Hart  Benton,  i88q-iqj5,  6  April-26  May  1989, 
unnumbered;  Henry  Art  Gallery,  University  of  Washington, 
Seattle,  Thomas  Hari  Benton:  Works  on  Paper,  12  May  1990- 
6  Januaiy  1991  (traveled),  unnumbered;  Nelson-Atkins  Museum 
of  Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as 
Muse,  5  Februaiy-31  July  2005,  no  cat. 
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Kathleen  Patterson,  "Nelson  Gallery  in  Benton  Will,"  Kansas  Citij 
Times,  26  Februaiy  1975,  iB;  Kansas  City  Remembers:  Thomas 
Hari  Benton,  1889-1975,  exh.  cat.  (Kansas  City,  Mo.:  Federal 
Resei've  Bank  of  Kansas  City,  1989),  unpaginated;  NAMA  1991, 
190;  Randall  R.  Griffey,  "Bingham  to  Benton:  The  Midwest  as 
Muse,"  American  Art  Revieiv  17  (April  2005),  95-96. 
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Thomas  Hart  Benton  (1889-1975) 
Crapshooters,  c.  1928  -i- 

Tempera  on  pressboard 
48VH  X  36VS  in.  (122.2  X  91.8  cm) 
Signed  lower  right:  Benton 
Bequest  of  the  artist,  F75-21/14 

Technical  Notes 

Benton  covered  the  pressboard  panel  with  a  thick  ground  layer 
that  is  probably  gesso.  Air  released  as  this  layer  dried  created  innu- 
merable pinpoint  holes  in  the  surface.  Benton  sketched  the  com- 
position in  red  pencil  or  chalk,  and  red  lines  appear  at  the  edges  of 
many  forms.  Infrared  reflectography  reveals  that  Benton  then  used 
dark  paint  to  further  define  the  forms  before  applying  thin  washes, 
fine  brushstrokes,  and  hatching  lines.  The  paint  layers  have  a  gran- 
ular texture  because  Benton  did  not  thoroughly  mix  the  pigments 
into  the  medium.  Crapshooters  has  a  histoiy  of  flaking  and  cleaving 
paint  and  has  been  treated  by  Museum  conservation  staff  several 
times.  Small  areas  of  retouch  are  present  at  the  edges.  There  is  a 
scratch  at  the  bottom  edge  of  the  panel  on  the  left  side.  The  sur- 
face is  matte  in  appearance  with  the  exception  of  some  localized 
areas  of  gloss  that  may  be  the  result  of  chemicals  applied  during  a 
previous  cleaning.  Under  specular  light,  vertical  brushstrokes  are 
apparent  overall  and  may  relate  to  the  varnish  layer. 

Provenance 
To  NAMA,  1975. 

Related  Works 

The  Crapshooters,  c.  1928,  watercolor  and  pencil  on  paper,  16V2  x 
isVs  in.  (41.9  X  33.2  cm),  Greenville  County  Museum  of  Art,  S.C.; 
The  Crapshooters,  1928,  oil  on  canvas  laid  down  on  board,  15%  x 
12  in.  (40  X  30.5  cm),  location  unknown,  illustrated  in  Christies, 


New  York,  4  December  1992,  lot  145;  Deck  Hands'  Crap  Game, 
1928,  pencfl,  pen  and  ink,  and  wash  on  paper,  12  x  9  in.  (30.5  x 
22.9  cm),  private  collection;  TJie  Arts  of  Life  in  America:  Arts  of  the 
South,  1932,  tempera  -with  oil  glaze  on  linen,  mounted  on  panel, 
96  X  156  in.  (243.8  X  396.2  cm),  New  Britain  Museum  of  American 
Art,  Conn. 

Exhibitions 

Pennsylvania  Academy  of  the  Fine  Arts,  Philadelphia,  130th 
Annual  Exhibition,  27  Januaiy-3  March  1935,  no.  193;  Univer- 
sity Gallery,  University  of  Minnesota,  Minneapolis,  Contemporary 
Americans,  1-23  February  1936,  unnumbered;  Lakeside  Press 
Galleries,  Chicago,  Loan  Exhibition  of  Drawings  and  Paintings 
by  Thomas  Hai~t  Benton,  1  October-30  November  1937,  no.  31; 
University  Art  Galleiy,  University  of  Arizona,  Tucson,  Thomas  Hart 
Benton:  A  Giant  in  American  Ari,  15  October  1962-1  September 
1963  (traveled),  no.  14;  Rutgers  University  Art  Galleiy,  Brunswck, 
N.J.,  Thomas  Haii:  Benton:  A  Retrospective  of  His  Earhj  Years, 
iQoy-ig2Q,  19  November-30  December  1972,  no.  65;  WiUiam 
Rockliill  Nelson  Gallery  of  Art  and  Maiy  Atldns  Museum  of  Fine 
Arts,  Kansas  City,  Mo.,  Thomas  Hart  Benton:  An  Artist's  Selection, 
iQo8-iQ/'4,  12  October  1974-7  January  1975  (traveled),  no.  17; 
Heniy  Art  Gallery,  University  of  Washington,  Seattle,  Thomas 
Hart  Benton:  Works  on  Paper,  12  May  1990-6  Januaiy  1991  (trav- 
eled), unnumbered;  Nelson-Atkins  Museum  of  Art,  Kansas  City, 
Mo.,  Bingham  to  Benton:  The  Midioest  as  Muse,  5  February- 
31  July  2005,  no  cat. 
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Americans,  exh.  cat.  (Minneapolis:  University  Gallery,  University 
of  Minnesota,  1936),  2;  Catalogue  of  a  Loan  Exhibition  of  Draw- 
ings and  Paintings  by  Thomas  Hari  Benton,  with  an  Evaluation  of 
the  Artist  and  His  Work,  exh.  cat.  (Chicago:  Lakeside  Press  Galler- 
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ton Never  Fell  Off  His  Horse,"  Kansas  City  Star,  28  July  1963, 
9E;  Phillip  Dennis  Gate,  Thomas  Hart  Benton:  A  Retrospective  of 
His  Early  Years,  iqoj-iq2Q,  exit.  cat.  (New  Brunswck,  N.J.:  Rut- 
gers University  Art  Galleiy,  1972),  unpaginated;  Matthew  Baigell, 
Thomas  Hari  Benton  (New  York:  Heniy  N.  Abrams,  1974),  9,  92; 
NAMA  1974,  unpaginated;  Kathleen  Patterson,  "Nelson  Galleiy  in 
Benton  Will,"  Kansas  Citij  Times,  26  Februaiy  1975,  iB;  "Paintings 
from  the  Thomas  Hart  Benton  Bequest,"  Gallery  Events  (William 
Rockliill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts),  March  1976,  unpaginated;  NAMA  1991,  191;  Arthur  Flowers 
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ham to  Benton:  The  Midwest  as  Muse,"  American  Art  Review  17 
(April  2005),  96. 
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Thomas  Hart  Benton  (1889-1975) 
Minstrel  Show,  1934  + 

Tempera  with  oil  on  Masonite 
28%  X  ^^Vs  in.  (72.1  X  91.1  cm) 

Signed  lower  right:  Benton;  inscribed  on  verso  upper  left:  The  picture  was 
painted  in  1934  from  a  drawing  made  of  the  scene  in  the  West  Virginia 
mountains  (see  "Artist  in  America").  The  painting  was  done  on  gesso 
(masonite  ground)  with  egg  tempera  and  glazed  with  oil  paint.  It  has  been 
widely  exhibited  and  has  suffered  damage  several  times.  A  final  cleaning 
and  restoration  has  been  made,  by  my  hand,  in  Feb.  '64.  Benton 
Bequest  of  the  artist,  F75-21/13 

Technical  Notes 

Benton  attached  the  unpainted,  Masonite  panel  to  the  strainer 
with  brass  screws  through  the  panel  face.  He  then  coated  the  panel 
and  the  embedded  screw  heads  with  a  thick,  slightly  irregular  layer 
of  gesso.  Infrared  reflectography  reveals  graphite  grid  hues  and  a 
loose  sketch  of  the  scene,  and  one  can  see  that  Benton  shifted  the 
proper  left  ear  of  an  audience  member  (lower  right)  to  the  right 
and  raised  the  proper  right  forearm  of  a  seated  figure  (lower  left) 
slightly.  In  visible  hght,  graphite  fines  can  be  seen  in  the  hands  of 
an  audience  member  (lower  left)  and  at  the  top  edge  of  the  orange 
curtain.  The  paint  surface  consists  of  thin  layers  of  egg  tempera 
covered  in  places  with  glazes  of  oil  paint  and  thicker  applications 
of  oil  paint  in  the  highfights.  The  tempera  has  a  granular  texture 
due  to  imperfectly  mixed  particles  of  pigment.  Benton  incised  the 
wet  paint  to  indicate  the  cord  that  holds  up  the  stage  curtains. 
Minstrel  Show  has  a  history  of  localized,  flaking  paint.  In  addition 
to  some  sfight  cupping  of  the  paint  layer,  there  is  a  small  amount  of 
pinpoint  paint  loss.  Minor  mechanical  cracking  and  traction  crack- 
ing are  also  present  in  isolated  areas.  Benton  treated  the  painting 
himself  in  1964,  and  the  retouch  he  applied  is  present  above  a  dis- 
colored layer  of  natural  resin  varnish.  In  1983  Museum  conserva- 
tion staff  stabilized  areas  of  insecure  paint  and  applied  a  saturating 
synthetic  varnish. 

Provenance 
To  NAMA,  1975. 


Related  Work 

Minstrel  Shoto,  1934,  lithograph,  11%  x  8W16  in.  (29.5  x  22.7  cm), 
illustrated  in  Creekmore  Fath,  The  Lithographs  of  Thomas  Hart 
Benton  (Austin:  University  of  Texas  Press,  1969),  34. 

Exhibitions 

Ferargil  Galleries,  New  York,  Thomas  Hart  Benton,  1-14  April 
1935,  no.  9;  Lakeside  Press  Galleries,  Chicago,  Loan  Exhibition 
of  Drawings  and  Paintings  hij  Thomas  Hart  Benton  ,  1  October- 
30  November  1937,  no.  43;  Joslyn  Art  Museum,  Omaha,  Neb., 
Benton  Retrospective,  14  November-30  December  1951,  unnum- 
bered; University  of  Kansas  Museum  of  Art,  Lawrence,  Thomas 
Hart  Benton,  12  April-18  May  1958,  no.  22;  University  Art  Galleiy, 
University  of  Arizona,  Tucson,  Thomas  Hart  Benton:  A  Giant  in 
American  Art,  15  October  1962-23  October  1963  (traveled),  no.  16 
(except  at  Bloomfield  Art  Association,  Birmingham,  Mich.,  no.  10); 
Wilfiam  RockliiU  Nelson  Gallery  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Thomas  HaH  Benton:  An  Artist's 
Selection,  iQo8-iQy4,  12  October  1974-7  January  1975  (traveled), 
no.  21;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Genre, 
5  April-15  May  1983,  no.  49;  Edith  C.  Blum  Art  Institute,  Bard  Col- 
lege, Annandale-on-LIudson,  N.Y.,  Thomas  Hart  Benton:  Chronicler 
of  America's  Folk  Heritage,  3  November  1984-6  July  1985  (trav- 
eled), unnumbered;  Nelson-Atkins  Museum  of  Art,  Kansas  City, 
Mo.,  Thomas  Hart  Benton:  An  American  Original,  16  April-22  July 
1989  (Nelson- Atkins  Museum  of  Art  only),  unnumbered;  Henry  Art 
Gallery,  University  of  Washington,  Seattle,  Thomas  Hart  Benton: 
Works  on  Paper,  12  March  1990-6  January  1991,  unnumbered, 
not  in  cat.;  Birger  Sandzen  Memorial  Gallery,  Lindsborg,  Kans., 
Midwest  Art  Exhibition,  6-31  March  1991,  no  cat;  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Mid- 
west as  Muse,  5  Februai-y-3i  July  2005,  no  cat. 
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New  York,"  St.  Louis  Post-Dispatch,  [1935],  clipping,  NAMA  cura- 
torial files;  Karl  Freund,  "Thomas  Hart  Benton,  Reafist,"  Ringmas- 
ter 1  (November  1936),  34,  36;  Catalogue  of  a  Loan  Exhibition  of 
Drawings  and  Paintings  by  Thomas  Hart  Benton,  with  an  Evalua- 
tion of  the  Ai-tist  and  His  Work,  exh.  cat.  (Chicago:  Lakeside  Press 
Galleries,  1937),  18;  "Important  Works  of  Thomas  Benton,"  Dem- 
courier  13  (Februaiy  1943),  14;  Benton  Retrospective,  exh.  cat. 
(Omaha,  Neb.:  Joslyn  Art  Museum,  1951),  unpaginated;  Thomas 
Hai~i  Benton  ,  exh.  cat.  (Lawrence:  University  of  Kansas  Museum  of 
Art,  1958),  unpaginated;  "The  Paintings  of  Thomas  Hart  Benton," 
Tucson  Daily  Citizen,  20  October  1962,  1, 15;  Thomas  Hart  Benton: 
A  Giant  in  American  Art,  exh.  cat.  (Tucson:  University  Art  Gal- 
leiy, University  of  Arizona,  1962),  unpaginated;  Robert  K.  Sanford, 
"Tom  Benton's  Art  Show  RecaUs  Stormy  Career,"  Kansas  City  Star, 
23  June  1963,  2D;  Robert  K.  Sanford,  "Benton  Never  FeU  Off  His 
Horse,"  Kansas  City  Star,  28  July  1963,  9E;  Thomas  Hart  Benton 
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Exhibition:  A  Giant  in  American  An,  exli.  cat.  (Birmingham,  Mich.: 
Bloomfield  Art  Association,  1963),  unpaginated;  Creekmore  Fath, 
The  Lithographs  of  Thomas  Hart  Benton  (Austin:  University  of  Texas 
Press,  1969),  34;  NAMA  1974,  unpaginated;  Kathleen  Patterson, 
"Nelson  Gallery  in  Benton  Will,"  Kfinsas  City  Times,  26  February 
1975,  lA,  iB;  "Tom  Benton's  Kansas  City  Legacy  and  Terse- 
phone,'"  Kansas  City  Times,  28  February  1975,  34;  Donald  Hoff- 
mann, "Art  Talk,"  Kimsas  City  Star,  7  March  1976,  3F;  "Paintings 
from  the  Thomas  Hart  Benton  Bequest,"  Gallery  Events  (WiUiam 
Bockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts),  March  1976,  unpaginated;  Archie  Green,  "Thomas  Hart 
Benton's  Folk  Musicians,"  JEMF  Quarterly  12  (Summer  1976), 
74-90;  Genre,  exli.  cat.  (Kansas  City,  Mo.:  Nelson-Atkins  Museum 
of  Art,  1983),  17,  32;  Thomas  Hart  Benton:  Chronicler  of  Amer- 
ica's Folk  Heritage,  exh.  cat.  (Annandale-on-Hudson,  N.Y.:  Bard 
College,  1984),  78;  NAMA  1989a,  212;  NAMA  1991,  193,  Henry 
Adams,  Thonms  Hart  Benton:  Drawing  from  Life,  exli.  cat.  (New 
York:  Abbeville  Press,  1990),  123;  Randall  R.  Griffey,  "Bingham  to 
Benton:  The  Midwest  as  Muse,"  American  Art  Review  17  (April 
2005),  95. 


Thomas  Hart  Benton  (1889-1975) 

The  Sun  Treader  (Portrait  of  Carl  Ruggles),  c.  1934 

Tempera  with  oil  on  canvas,  mounted  on  panel 
45  X  38  in.  (114.3  X  9^-5  cm) 
Signed  lower  right:  Benton 
Gift  of  the  Friends  of  Art,  36-4 

Technical  Notes 

Benton  glued  the  heavyweight,  coarsely  woven,  plain-weave  can- 
vas to  a  Masonite  panel  before  applying  a  brilliant  white  ground. 


which  is  probably  gesso.  The  surface  texture  of  the  ground  layer 
is  uneven,  with  prominent  ridges  related  to  the  canvas  M^eave  and 
small,  irregular  lumps.  Infrared  reflectography  reveals  two  types 
of  graphite  grid  lines  beneath  the  paint  surface:  finely  spaced  lines 
in  the  face  and  widely  spaced  lines  in  the  other  parts  of  the  paint- 
ing. Fragments  of  Benton's  loosely  sketched  underdrawing  are  also 
visible,  revealing  that  he  repositioned  the  legs  of  the  chair.  He  used 
washes  and  fine  lines  in  egg  tempera  to  define  the  forms.  Clumps 
of  imperfectly  ground  and  mixed  pigment  are  present  in  the  paint 
surface.  Benton  used  a  palette  knife  to  create  the  textured  wooden 
floor.  He  apphed  thin  oil  paint  glazes  to  the  figure  and  the  floor, 
and  tliick,  warm-toned  glazes  to  the  piano  and  some  areas  of  the 
background.  Opaque  oil  paint  with  some  low  impasto  appears  in 
the  highhghts.  The  painting  is  in  good  condition  overafl.  There  is 
a  smafl  amount  of  abrasion  in  the  glazes  of  the  hair  and  the  proper 
left  leg.  Traction  cracks  appear  in  some  areas  and  the  paint  has 
become  increasingly  transparent.  Some  of  Benton's  brushstrokes 
and  a  few  small  areas  of  retouch  appear  above  the  varnish,  which  is 
most  likely  synthetic  and  is  clear  and  in  good  condition. 

Provenance 

To  (Walker  GaUeries,  New  York);  to  the  Friends  of  Art,  Kansas 
City,  Mo.,  Januaiy  1936;  to  NAMA,  1936. 

Related  Works 

Carl  Ruggles,  1934,  pencil  on  paper,  8x6  in.  (20.3  x  15.2  cm), 
Benton  Trust,  UMB  Bank,  n.a..  Trustee;  Carl  Ruggles,  1934, 
pencil  on  paper,  8V2  x  7  in.  (21.6  x  17.9  cm),  location  unkno\\Ti, 
illustrated  in  Thonms  Hart  Benton:  A  Personal  Commemorative, 
exli.  cat.  (Joplin,  Mo.:  Spiva  Art  Center,  1973),  103. 

Exhibitions 

Ferargil  Galleries,  New  York,  Thomas  Hart  Benton,  1-14  Aprfl 
1935,  no.  12;  Carnegie  Institute,  Pittsburgh,  The  193,5  Inter- 
national Exhibition  of  Paintings,  17  October-8  December  1935, 
no.  75;  Kansas  City  Art  Institute,  Mo.,  Paintings  and  Drawings  by 
Thomas  Hart  Benton,  Januaiy  1936,  no  cat.;  Colorado  Springs  Fine 
Arts  Center,  Third  An  nual  Exhibition  of  Paintings  by  Artists  West 
of  the  Mississippi,  15  July-31  August  1937,  no.  29  (as  Portrait  of 
Charles  Ruggles);  Philbrook  Art  Center,  Tulsa,  Okla.,  Contempo- 
rary American  Artists  as  Picked  by  Museum  Directors  and  Critics — 
Look  Magazine  Poll,  5  October-2  November  1948,  no  cat.;  Joslyn 
Art  Museum,  Omaha,  Neb.,  Benton  Retrospective,  14  November- 
30  December  1951,  unnumbered  (as  Portrait  of  Carl  Ruggles);  Coe 
CoUege,  Iowa,  Third  Fine  Arts  Festival,  22-27  December  1954, 
unnumbered;  Wichita  Art  Museum,  Kans.,  Paintings  Loaned  by 
the  Friends  of  Art  Collection,  William  Rockhill  Nelson  Gallery  and 
Atkins  Museum,  Kcmsas  City,  22  April-6  May  1956,  no  cat.;  Hack- 
ley  Art  Galleiy,  Muskegon,  Mich.,  ["25  Oil  Paintings  by  American 
Artists"],  18  September-3  November  1956,  no  cat.;  University  of 
Kansas  Museum  of  Art,  Lawrence,  Thomas  Hart  Benton,  12  April- 
18  May  1958,  no.  20  (as  Portrait  of  Carl  Ruggles);  Kansas  City 
Art  Institute,  Mo.,  The  Forgotten  Forties,  Februaiy  1962,  no  cat.; 
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Des  Moines  Ai't  Center,  Iowa,  Mid-America  in  the  Thirties:  The 
Regionalist  Art  of  Thomcis  Hart  Bciitoir  John  Stetiart  Ctirnj,  and 
Grant  Wood,  lo  December  1965-16  Januan'  1966,  no.  9;  Bowdoin 
College,  Brunswick,  Me.,  Biennial  Institute  Music  Festival,  Carl 
Riiggles,  22-23  Jtmuan'  1966,  no  cat.;  Madison  Art  Center,  Wise, 
Tliouias  Hart  Benton,  'Z'Z  March-12  April  1970,  unnumbered  (as 
Portrait  of  Carl  Ruggles);  Spiva  Art  Center,  Missouri  Southern 
State  College,  joplin,  Thomas  Hart  Beirtoi}:  A  Persona]  Commem- 
orative, 24  March-27  April  1973,  unnumbered;  Art  Institute  of 
Chicago,  100  Artists,  100  Years,  23  November  1979-20  famiaiy 
1980,  no.  13;  Taft  Museum,  Cincinnati,  iVte  iQSOs  Pxemembered, 
25  September-5  December  1982,  umnnnbered;  Edith  C.  Blum 
Art  Institute,  Bard  College,  Annandale-on-Iiudson,  N.Y.,  Thomas 
Ha)i  Benton:  Chronicler  of  America's  Folk  Heritage,  3  November 
1984-6  July  1985  (traveled),  umnnnbered;  Nelson-Atkins  Museum 
of  Art,  Kansbis  Cit)',  Mo.,  Thoiuas  Hart  Benton:  An  America)]  Origi- 
nal, 16  April  1989-22  July  1990  (traveled),  no.  35;  Nassau  County 
Museum  of  Art,  Rosyln  Harbor,  N.Y.,  Toicn  and  Conirlnj:  In  Pur- 
suit of  Life's  Pleasures,  12  May-11  August  1996,  unnumbered; 
Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Binghani  to  Ben- 
ton: The  Midwest  as  Muse,  5  Februaiy-31  July  2005,  no  cat. 
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Tempera  with  oil  on  canva.s,  mounted  on  panel 
56  X  84  in.  (142.2  X  213.7  '^'i'') 
Signed  lower  left:  Benton 
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Technical  Notes 

Benton  mounted  the  plain-weave,  medium-weight  linen  canvas  to 
two  joined  plywood  panels  using  an  unknown  adhesive.  Because 
the  support  warped,  he  later  attached  metal  plates  to  the  corners 
of  the  strainer  and  connected  the  corners  diagonally  with  a  single 
strand  of  ware.'  Benton  appUed  an  uneven  layer  of  opaque,  bright 
white  ground  that  appears  to  be  gesso.  Graphite  lines  marking  the 
edges  of  the  composition  show  through  maiiy  of  the  thinly  painted 
regions.  These  lines  indicate  that  Benton  shifted  a  vertical  post  on 
the  corner  of  the  wooden  dock,  omitted  a  second  post,  and  nar- 
rowed the  knot  of  the  tie  worn  by  the  figure  at  the  bottom  right. 
Infrared  reflectography  reveals  a  few  graphite  grid  lines  and  graph- 
ite outlines  surrounding  many  of  the  forms,  a  few  of  which  were 
repositioned  in  paint.  A  diagonal  line  extending  from  the  camera- 
man on  the  dock  toward  the  steeple  in  the  distance  does  not  relate 
to  the  final  composition  and  may  indicate  a  change.  After  adding 
thin  paint  strokes  to  further  define  the  forms,  Benton  rendered  the 
overlying  composition  with  fine  brushstrokes  and  multiple  layers  ol 
thin,  fluid  egg  tempera  paint.  Clumps  of  undispersed  pigment  are 
scattered  throughout.  He  also  apparently  used  some  oil  paint  and 
glazes  in  selected  areas.  The  thick  gesso  and  paint  have  developed 
wide,  cupping  mechanical  cracks  overall.  Eight  inches  from  the  top 
edge,  a  horizontal  ridge  with  cracks  and  sHght  cupping  corresponds 
to  the  join  of  the  tv\'o  support  panels.  A  small  amount  of  retouch  is 
scattered  throughout,  concenti-ated  on  the  central  figure.  Frame 
abrasion  and  gesso  loss  are  located  on  the  outermost  edges.  Ben- 
ton ovei"painted  many  areas  of  the  painting  during  a  restoration  in 
1966.  Museum  conseivation  staff  removed  this  ovei-paint  during 
treatment  in  1982,  at  which  time  they  also  retouched  paint  losses 
and  applied  a  synthetic  varnish  with  a  moderately  high  sheen. 
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Provenance 
To  NAMA,  1975. 

Related  Work 

Burning  of  Chicago,  1937,  graphite,  ink,  and  wash  on  paper,  13'/^  x 
10/4  in.  (34.3  X  26.7  cm),  location  unknown,  ilhistrated  in  Thomas 
Hart  Benton,  Tom  Benton  Dniwings:  A  Collection  of  Drawings. 
(Coknnbia:  University  of  Missouri  Press,  1968),  99. 

Exhibitions 

Carnegie  Institute,  Pittsburgh,  The  1Q38  International  Exliibition  of 
Paintings,  13  October-4  December  1938,  no.  93;  Associated  Amer- 
ican Artists,  New  York,  Thomas  Hart  Borton:  P\et respective  Exhibi- 
tion, 18  April-12  May  1939,  no.  7;  Universit)'  of  Kansas  Museum 
of  Art,  Lawrence,  Thomas  Haii  Benton,  12  April-18  May  1958, 
no.  25;  Neosho  Municipal  Auditorium,  Mo.,  ["Thomas  Hart  Ben- 
ton Retrospective"],  May  1962,  unnumbered;  Universit)' Art  Gal- 
leiy,  Universit)'  of  Arizona,  Tucson,  Thomas  Haii  Benton:  A  Giant 
in  American  Art,  15  October  1962-23  October  1963  (traveled), 
no.  17;  Spiva  Art  Center,  Missoiui  Southern  State  College,  Joplin, 
Thomas  Haii  Bentoir.  A  Persoital  Commemorative,  24  March- 
27  April  1973,  unnumbered;  Nelson-Atkins  Museum  of  Art,  Kan- 
sas Cit)',  Mo.,  Thomas  Haii:  Benton:  An  American  Origiiuil,  6  April 
1989-22  Julv  1990  (traveled),  no.  38;  Nelson-Atkins  Museum  of 
Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as  Muse, 
5  Februaiy-31  July  2005,  no  cat. 
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Note 

1.  Benton  described  on  a  paper  label,  affixed  to  the  back  of  the  panel,  hi.s 
attempt  to  stabiHze  the  painting.  See  transcript,  NAMA  curatorial  files. 
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Technical  Notes 

Benton  adhered  the  even,  medium -weight,  plain-weave  canvas  to 
a  plywood  panel  using  an  unknown  adhesive  and  screws  inserted 
from  the  front.  The  intact  tacking  margins  indicate  that  the  dimen- 
sions are  original.  Benton  used  a  brush  to  apply  what  appears  to 
be  a  thick,  uneven  gesso,  which,  owing  to  air  released  during  the 
drying  process,  has  pinpoint  holes  throughout.  Infrared  reflectog- 
raphy  reveals  finely  spaced  vertical  and  horizontal  graphite  lines  in 
the  woman's  face  and  widely  spaced  grid  lines  in  other  regions  of 
the  painting.  Freely  drawn  graphite  lines  in  the  foreground,  upper 
left,  and  the  lips  of  the  woman  can  be  seen  in  normal  light.  Above 
this  underdrawing,  Benton  applied  painted  outUnes  and  hatching 
fines  before  rendering  the  overlying  image.  Thick  brushstrokes 
indicative  of  oil  paint  are  present  in  the  underlying  paint  layers  of 
the  man's  shirt,  the  tree  stump,  the  white  handkerchief,  and  the 
field  at  the  upper  left.  These  layers  are  covered  by  tempera  paint. 
Persephone's  flesh  is  mostly  oil  paint  with  some  defining  details 
in  tempera.  The  background  appears  to  be  largely  tempera  with 
some  overlying  ofl  glazes.  Oil  glazes  are  also  present  in  localized 
areas  of  the  female  figure,  the  tree  trunk,  the  foliage  of  the  fore- 
ground and  background,  the  water,  and  the  man's  face.  Benton 
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generally  applied  the  tempera  paint  in  parallel  brushstrokes,  often 
followng  the  contours  of  the  foi'ins.  Agglomerates  of  pure  pig- 
ment are  \dsible  throughout.  Thick  brushstrokes  in  the  undei'Vng 
paint  layer  indicate  slight  changes  in  the  position  of  die  woman's 
proper  left  knee  and  proper  right  elbow.  The  underdra\\'ing  sug- 
gests that  Benton  also  widened  the  woman's  lips.  Both  the  gesso 
and  the  paint  layer  are  cracked  and  cupping  overall  but  appear  to 
be  stable.  Numerous  small  paint  losses  are  evident  throughout. 
Small  amounts  of  discolored  varnish  and  grime  have  collected  in 
the  cracks  and  pinholes  of  the  paint  surface.  Benton  restored  the 
painting  extensively  tv^dce,  in  1966  and  1971.'  Duiing  treatment 
in  1988,  Museum  consen-ation  staff  removed  soot,  discolored  and 
delaminating  varnish,  and  the  discolored  retouch  applied  by  Ben- 
ton. They  filled  and  toned  areas  of  paint  loss  and  applied  an  even, 
satui-ating,  synthetic  varnish  with  a  moderately  high  sheen. 

Provenance 
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1986. 

Related  Works 

Alfred  Eisenstaedt,  Tlioiuas  Hart  Beiifon  Painting  "Persephone," 
1938,  gelatin  silver  print,  20  x  16  in.  (50.8  x  40.6  cm),  Nelson- 
Atkins  Museum  of  Art,  Kansas  City,  Mo.;  Sketchbook  (3  stud- 
ies of  Persephone),  c.  1938,  pencil  on  paper,  9  x  12  in.  (22.9  x 
30.5  cm),  Nelson-Atkins  Museum  of  Art,  Kansas  Cit)',  Mo.;  Studies 
for  "Persephone,"  1938-39,  graphite  on  paper,  iSVz  x  14V2  in.  (47 
X  36.8  cm),  Kemper  Museum  of  Contemporaiy  Art  and  Design, 
Kansas  City,  Mo.;  Studies  for  "Persephone,"  1938-39,  pencil,  18  x 
10V2  in.  (45.7  X  26.7  cm),  location  unknown,  illustrated  in  Thomas 
Hart  Benton:  A  Personal  Coninieniorative,  exh.  cat.  (Jophn:  Spiva 
Art  Center,  Missouri  Southern  State  College,  1973),  106;  Study 
for  "Persephone,"  1938-39,  pencil  on  paper,  yVz  x  6V2  in.  (19.1  x 
16  .5  cm),  location  unknown,  illustrated  in  J  hoinas  Hart  Benton:  A 
Personal  Coninieniorative,  exh.  cat.  (Joplin,  Mo.:  Spiva  Art  Cen- 
ter, 1973),  107;  Model  for  "Persephone,"  c.  1938-39,  clay,  location 
unknown,  illustrated  in  Gibson  Danes,  "The  Creation  oi  Thomas 
Benton's  Persephone,"  American  AHist  4  (March  1940),  6;  Studij 
for  "Persephone,"  1939,  pencil  on  paper,  20%  x  i4'/4  in.  (53  x 
36.8  cm),  Benton  Trust,  UMB  Bank,  n.a..  Trustee;  Studij  of  Leg 
for  tlie  Painting  "Persephone,"  1939,  pencil  on  paper,  9'/4  x  7  in. 
(24.1  X  17.8  cm),  Nelson-Atldns  Museum  of  Art,  Kansas  City, 
Mo.;  Studij  Version  of  "Persephone,"  1939,  egg  tempera  and  oil  on 
panel,  private  collection. 

Exhibitions 

William  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Thomas  Hart  Benton  Retrospec- 
tive, 20  March-3  Apiil  1939,  no  cat.;  Associated  American  Artists 
Galleries,  New  York,  Thomas  Hart  Benton:  Retrospective  Exhibi- 
tion, 18  April-12  May  1939,  no.  21;  Brentano's  Bookstore,  Fifth 
Avenue  at  West  Forty-eighth  Street,  New  York,  Octol:)er  1939,  no 
cat.;  Carnegie  Institute,  Pittsburgh,  International  Art  Exhibition, 


19  October-10  Deceniber  1939,  no.  32;  M.  H.  de  Young  Memorial 
Museum,  San  Francisco,  Seven  Centuries  of  Painting:  A  Loan  Exhi- 
bition of  Old  and  Modern  Masters,  29  December  1939-28  Januaiy 
1940,  no.  234;  Dallas  Museum,  Tliomas  Hart  Benton,  4-25  Febru- 
aiy  1940,  no  cat.;  Carnegie  Institute,  Pittsburgh,  Survey  of  Ameri- 
can Painting,  24  October-15  December  1940,  no.  353;  Billy  Rose's 
Diamond  Horseshoe  Night  Club,  New  York,  April  1941;  Spring- 
field  Museum  of  Fine  Arts,  Mass.,  American  Life,  22  November- 
31  December  1942,  no.  6;  losl)^  Art  Museum,  Omaha,  Neb.,  Benton 
Retrospective,  14  November-30  December  1951,  unnumbei'ed;  Uni- 
versity of  Kansas  Museum  of  Art,  Lawrence,  Thomas  Hart  Benton, 
12  April-18  May  1958,  no.  30;  Art  Departnrent  Galleiy  Universit}^ 
of  Missouri,  Columbia,  20-31  March  1961,  no  cat.;  Neosho  Munici- 
pal Auditorium,  Mo.,  ["Thomas  Hart  Benton  Retrospective"],  May 
1962,  no  cat.;  University  Art  Galleiy  Universit)' of  Arizona,  Tucson, 
Thomas  Hart  Benton:  A  Giant  in  American  Art,  15  October  1962- 
23  October  1963  (traveled),  no.  19  (except  at  Bloomfield  Art 
Association,  Birmingham,  Mich.,  no.  25);  Missouri  Pavilion,  New 
York  World's  Fair,  Missouri  Cultural  Exhibit,  12  March  1964- 
10  November  1965,  unnumbered;  Des  Moines  Art  Center,  Iowa, 
Mid-America  in  the  Thii~ties:  Tlie  Regionalisi  Art  of  Thomas  Hart 
Benton,  John  Steuart  Currij,  and  Grant  Wood,  10  December 
1965-16  Januaiy  1966,  no.  16;  Birmingham  Arts  Festival,  Bloom- 
field  Art  Association,  Birmingham,  Mich.,  Thomas  Haii  Benton 
Exhibition,  1-23  October  1966,  no  cat.;  Spiva  Art  Center,  Missouri 
Soudiern  State  College,  JopHn,  Thomas  Plai~t  Benton:  A  Personal 
Commemorative,  24  March-27  April  1973,  unnumbered;  Nelson- 
Atldns  Museum  of  Art,  Kansas  City,  Mo.,  A  Bountiful  Decade: 
Selected  Acquisitions,  igyy-igSj;  The  Nelson-Atldns  Museum 
of  Art,  14  October-6  December  1987,  no.  79;  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.,  Thomas  Hart  Benton:  An  Ameri- 
can Original,  16  April  1989-22  July  1990  (traveled),  no.  42;  Museo 
d'Arte  Moderna  della  Citta  di  Lugano,  Villa  Malpensata,  Lugano, 
S^^dtzerland,  Thomas  Hart  Benton,  5  September-15  November 
1992,  no.  51;  Carnegie  Museum  of  Art,  Pittsburgh;  Minneapolis 
Institute  of  Arts;  Nelson-Atkins  Museum  of  Art,  Kansas  Git)',  Mo.; 
Saint  Louis  Art  Museum;  and  Toledo  Museum  of  Art,  Made  in 
America:  Ten  Centuries  of  American  An,  8  October  1995-22  Sep- 
tember 1996  (traveled),  unnumbered;  Nelson-Atkins  Museum  of 
Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as  Muse, 
5  Feb)"ua]y-3i  July  2005,  no  cat. 

References 

"Bentons  Nudes  People  tlie  Ozarks,"  LIFE,  20  Februaiy  1939, 
38-39  (as  Rape  of  Persephone);  "Thomas  Hart  Benton's  New  Exlii- 
bition  Offered  Today,"  Kansas  City  Journal,  19  March  1939,  22;  "A 
Benton  Show  at  Galleiy:  Artist's  Exhibition  to  New  York  after  Ten 
Days  Here,"  X(r/.(i,sr/.s  City  Star,  19  March  1939,  12A;  Heniy  HaskeU, 
"A  Changing  Benton  Appears  in  Galleiy 's  New  Show,"  Kansas  City 
Star,  24  March  1939,  19;  "The  Metamorphosis  of  Thomas  Hart 
Benton,"  Art:  Digest  13  (15  April  1939),  lo;  Edward  Alden  Jewell, 
"Benton  Canvases  Open  New  Galleiy"  New  York  Times,  18  April 
1939,  24;  Paul  Bird,  "The  Fortnight  in  New  York,"  Art  Digest  13 


34 


(i  May  1939),  18;  Doris  Biian,  "A  Heralded  and  Popular  Painter, 
Benton  Seen  in  Retrospective,"  A/t  Ncios  ,37  (6  May  1939),  14; 
Howard  Devree,  "Benton  Returns,"  Magazine  of  Art  32  (May 
1939),  301-2;  "Benton's  West  in  East,"  Kansas  Ciiij  Star,  9  July 
1939,  14A;  Seven  Centuries  of  Fainting:  A  Loan  Exhibilion  of  Old 
and  Modern  Masters  at  the  California  Palace  of  the  Legion  of 
Honor  and  the  M.H.  de  Young  Meniori(d  Miisenni,  exh.  cat.  (San 
Francisco:  Recorder  Press,  1939),  57,  fig.  234;  Thomas  Craven,  A 
Treasurij  of  Art  Masteiyieces  from  the  Renaissance  to  the  Present 
Day  (New  York:  Simon  and  Scliustcr,  1939),  578-79;  Thomas 
Craven,  A  Descriptive  Catalog  of  the  Works  of  Tlionias  Hart  Ben- 
ton: Spotlighting  the  Important  Periods  during  tlie  Artist's  Thirtij- 
tico  Years  of  Pai)iting,  exh.  cat.  (New  York:  Associated  American 
Artists,  1939),  45;  "Persephone — Oil  Painting  by  Tliomas  Benton," 
American  Artist  4  (March  1940),  4;  Cibson  Danes,  "The  Creation 
of  Thomas  Benton's  Persephone  "  American  Ai~tist  4  (March  1940), 
5-10;  "Look  Out,  Susannah!"  Art  Digest  14  (15  May  1940),  13; 
"It's  a  Gift,"  Art  Digest  15  (15  Octol:)er  1940),  26;  "Carnegie  Insti- 
tute Presents  Creat  Sun/ey  of  American  Painting,"  Art  Digest  15 
(1  November  1940),  29;  "Popular  Painting  in  American  Sun^ey," 
Carnegie  Magazine  14  (December  1940),  195;  Peyton  Boswell 
Jr.,  Modern  Anierican  Painting  (New  York:  Dodd,  Mead,  &  Com- 
pany, 1940),  63-64,  69;  Survey  of  American  Painting,  exh.  cat. 
(Pittsburgh:  Carnegie  Institute,  1940),  unpaginated;  "Benton 
Rejoices  as  Art  Is  Hung  in  'Saloon';  'Pei'sephone'  Adorns  the 
Diamond  Horseshoe,"  New  York  Times,  9  Apiil  1941,  27;  Edwaixl 
Alden  Jewell,  "Paintings  on  View  of  Tliomas  Benton,"  Neic  York 
Times,  9  April  1941,  30;  PI.D.,  "Among  the  Other  Shows,"  Neio 
York  T  'imes,  13  April  1941,  Xio;  "Blast  by  Benton,"  Art  Digest  15 
(15  April  1941),  6,  19;  "Rose  Rescues  Persephone,"  Art  Digest  15 
(15  April  1941),  19;  Milton  Brown,  "From  Salon  to  Saloon,"  Par- 
nassus 13  (May  1941),  193-94;  Lfoniiixl  Lyon,  "Broadway  Bulle- 
tins: Art  Departnient,'' Wfts/irngton  Po.s/,  13  April  1942,  14;  fohn  D. 
Weaver,  "Missouri  Master,"  Collier's  109  (13  June  1942),  17  (as  The 
Rape  of  Persephone);  "'Ameiican  Life'  Exhibit  at  Springfield 
Museum,"  Springfield  (Mass.)  Surulaij  Union  aiul  Republican, 
22  November  1942,  6E;  American  Life,  exh.  brochure  (Springfield, 
Mass.:  Springfield  Museum  of  Fine  Arts,  1942),  unpaginated; 
"Thomas  Benton  Answers  Questions,"  Demcourier  13  (Februaiy 
1943),  5;  Reginald  Marsh,  "Thomas  Benton,"  Demcourier  13  (Feb- 
ruaiy 1943),  9-10;  Ralph  M.  Peai"son,  Experiencing  American  Pic- 
tures (New  York:  Harper  &  Brodiers,  1943),  144-46;  "Benton's 
Tersephone'  Is  Now  liere!"  New  York  Times,  13  March  1944,  3; 
Leonard  Lyons,  "Broadway  Potpourri,"  Washington  Post,  13  March 
1944,  lo;  Tho)nas  H.  Benton  (New  York:  American  Artists  Group, 
1945),  unpaginated;  "'Spring  on  the  Missouri'  in  Benton's  Chicago 
Show,"  Kansas  Cittj  Star,  24  Febj-uaiy  1946,  7A  (as  The  Rape  of 
Persephone);  "Chicago  Views  Benton,  Midwest  Dickens,"  Art' 
Digest  20  (1  March  1946),  14;  LI.W.  Jansoii,  "Benton  and  Wood, 
Champions  of  Regionalism,"  Magazine  of  Art  39  (May  1946),  185; 
Naomi  jolles,  "He-Man  Artist,"  Liberlij  24  (15  Febriuuy  1947), 
26-27,  83;  George  Nelson,  "Venus,  Persephone,  and  September 
Morn,"  Interiors  107  (May  1947),  85-88;  "Publishers  Join  Forces," 


New  York  Times,  1  August  1951,  21;  "Thomas  Benton  in  Omaha  .  .  . 
An  American  Artist  Has  One  of  His  Best  Shows,"  Newsweek, 
3  December  1951,  56;  Thomas  Hart  Benton,  An,  Artist  in  America, 
rev.  ed.  (New  York:  Twayne  Publishers  with  University  of  Kansas 
Press,  1951),  vi,  xiii,  281-83,  unpaginated  plate;  Benton  Retrospec- 
tive, exh.  cat.  (Omaha,  Neb.:  Joslyn  Art  Museum,  1951),  unpagi- 
nated; "By  Decision  of  the  U.S.  Supreme  Court,  'The  Miracle' 
'Will  Resume  Pei'foi'mances  Tomorrow,"  Netv  York  Times,  15  June 
1952,  X4  (advertisement);  "^^isitor  Easily  Feels  at  Home  on  Call 
to  Thomas  H.  Benton,"  Kansas  Citij  Star,  6  May  1955,  8; 
Thomas  Plart  Benton,  exh.  cat.  (Lawrence:  Universit)'-  of  Kansas 
Museum  of  Art,  1958),  unpaginated;  Jose  Geraldo  Vieira,  "As  artes 
plasticas  nos  Estados  Unidos,"  Habitat  (Sao  Paulo,  Brazil)  11  (Jan- 
uaiy  i960),  26-27  (i^s  Persefone);  "Missomi  Artist  Feted  at 
Reception,"  St.  Louis  Post-Dispatch,  5  March  1961,  ij;  Robert  K. 
Sanford,  "Benton's  Impact  on  American  Art,"  Kansas  City  Sta.r, 
2  December  1961,  8E;  Robert  K.  Sanford,  "Neosho  Makes  Big 
Plans  for  Tom  Benton's  Homecoming,"  Kansas  City  Star,  15  April 
1962,  2D;  "Neosho  to  Honor  Its  Most  Famous  Native  Son,  Thomas 
liart  Benton,"  Republican-Timies  (Trenton,  Mo.),  11  May  1962,  i; 
Thomas  Hart:  Benton:  A  Giant  in  American  Art,  exh.  cat.  (Tucson: 
University  of  Arizona,  1962),  unpaginated;  Robert  K.  Sanford, 
"Tom  Benton's  Ait  Show  Recalls  Stormy  Career,"  Kxmsas  City  Star, 
23  [une  1963,  1-2D;  Robert  K.  Sanford,  "Benton  Never  Fell  Off 
His  Horse,"  Kxinsas  City  Star,  28  July  1963,  9E;  Tliomas  Hart  Ben- 
ton Exhibition:  A  Giant  iii  American  Art,  exh.  cat.  (Birmingham, 
Mich.:  Bloomfield  Art  Association,  1963),  unpaginated;  Shirley 
Althoff,  "Tom  Benton  at  75,"  Globe-Democrat  Sunday  Magazine 
(St.  Louis,  Mo.),  21  June  1964,  6;  "Missouri  Cultural  Exliibit  Fea- 
tures Missouri  Artists  and  Missouri  Histoiy  at  New  York  World's 
Fair,"  Missouri  Plistorical  Review  58  (July  1964),  481;  Sue  Ann 
Wood,  "The  Search  for  Missouri  at  the  World's  Fair,"  St.  Louis 
Magazine  2  (October  1964),  29,  41;  Robert  K.  Sanford,  "Benton 
Art  Displayed  at  Springfield,  Mo.,  Show,"  Kansas  City  Star, 
[1964?],  clipping,  NAM  A  curatorial  files;  Mid-America  in  the  Thir- 
ties: The  Regionalist  Art  of  Tlunnas  Haii  Benton,  John  Steuart 
Curry,  and  Grant  Wood,  exh.  cat.  (Des  Moines,  Iowa:  Des  Moines 
Art  Center,  1965),  unpaginated;  Carolyn  liall,  "Largest  Benton 
Show  Featured  at  the  BAA,"  Birmingham  (Mich.)  Eccentric, 
6  October  1966,  clipping,  NAMA  curatorial  files;  Joy  Hakanson, 
"Tom  Benton  in  Re\aew;  Snyder-Vihos  Duet,"  Detroit  News, 
9  October  1966,  2E;  Alfred  Eisenstaedt,  W;fnes.s  to  Our  Times 
(New  York:  Viking  Press,  1966),  78  (as  The  Rape  of  Persephone); 
Maurice  Zolotow,  "Lots  of  Barnum,  a  Little  Napoleon,"  Neio  York 
Times,  17  March  1968,  BR8;  Eari  Conrad,  Billy  Rose:  Manhallan 
Primitive  (Cleveland:  World  Publishing  Company,  1968),  142, 
unpaginated  plate;  Thomas  liart  Benton,  An  Anierican  in  Art: 
A  Professional  and  Technical  Autobiography  (Lawrence:  Univer- 
sity Press  of  Kansas,  1969),  5,  114;  Jules  Loh,  "Resident  Artist  and 
Sage:  Benton  Misses  Land  of  His  Youth,"  Kansas  City  Star, 
15  March  1970,  7F;  Thomas  Plart  Benton,  exh.  cat.  (Madison, 
Wise:  Madison  Art  Center,  1970),  unpaginated;  "The  Varieties  of 
U.S.  Art,"  Kansas  City  Star,  14  Februaiy  1971,  3D;  Jim  Lapham, 


35 


"Tom  Benton's  Estate:  Portrait  of  tlie  Artist  as  a  Taxpayer?"  Krmsas 
City  Star  Magazine,  2,0  June  1971,  lo;  Thomas  Moore,  "Tom 
Benton,  83:  Never  Argue  \mtl\  Youth,"  LIFE,  14  July  1972,  73; 
In\dn  Gross,  "Parting  Sliots,"  letter  to  the  editors,  LIFE,  4  August 
1972,  27;  "Kansas  Cit)^  Classic,"  Kansas  City  Star,  3  June  1973,  lE; 
Robert  S.  Gallagher,  "An  Aitist  in  Amevicd,"  American  Heritage  24 
(June  1973),  89;  Britannica  Encyclopedia  of  American  Art  (Ghi- 
cago:  Encyclopedia  Britannica  Educational  Corp.,  1973),  66; 
Thomas  Hart  Benton:  A  Personal  Commemorative,  exli.  cat.  (Joplin: 
Spiva  Art  Center,  Missouri  Southern  State  College,  1973),  53; 
Pleniy  J.  Seldis,  "Benton's  Ameiicana  in  the  Italian  Manner,"  Los 
Angeles  Times,  20  October  1974,  Calendar  sec,  80;  Matthew 
Baigell,  The  American  Scene:  Americcm  Painting  of  the  1Q30S  (New 
York:  Praeger  Publishers,  1974),  92,  pi.  13;  Matthew  Baigell, 
Thomas  Hart  Benton  (New  York:  Hariy  N.  Abrams,  1974),  10, 
150-51,  156,  176;  Ralph  T.  Coe,  "Thomas  Benton:  Reformed  Rad- 
ical" in  NAMA  1974,  unpaginated;  William  H.  Gerdts,  The  Great 
Ajnerican  Nude:  A  Histon/  in  Art  (New  York:  Praeger  Publishers, 
1974),  178;  Alden  Whitman,  "Thomas  Plait  Benton,  Whose  Paint- 
ings Reflected  His  Hardy  Americanism,  Is  Dead,"  New  York  Times, 
21  Januaiy  1975,  23;  "Tom  Benton's  Kansas  City  Legacy  and 
'Persephone, "'  Krmsas  City  Times,  28  Eebruaiy  1975,  34;  Margaret 
Olwine,  "The  Day  They  Rehung  the  Benton  House  Paintings," 
Kansas  City  Star  Magazine,  9  Jamiaiy  1977,  ii;  "From  the  Pages 
of  American  Artist,"  American  Aitist  41  (Eebruaiy  1977),  26; 
Wilma  Yeo  and  Helen  K.  Cook,  Maverick  with  a  Paintbrush: 
Thomas  Hart  Benton  (Garden  City,  N.Y.:  Doubleday  &  Company, 
1977),  82-83,  85-86;  Victor  Koshkin-Youritzin,  "Thomas  Hart 
Benton:  'Bathers'  Rediscovered,"  Aiis  Magazine  54  (May  1980), 
98,  100-101,  i02n50;  Benton's  Bentons,  exh.  cat.  (Lawrence,  Kans.: 
Helen  Foresman  Spencer  Museum  of  Art,  1980),  64;  Patricia 
Ewing  Pace,  "You'll  Eind  Some  Audientic  Bentons  .  .  .  Right  under 
Your  Veiy  Nose,"  Kansas  Citij  Star,  27  April  1981,  iB;  Harold 
Osborne,  ed..  The  Oxford  Companion  to  Twentieth-Century  Art 
(New  York:  Oxford  Universit)'  Press,  1981),  53;  Polly  Burroughs, 
Thomas  Hart  Benton:  A  Portrait  (Garden  City,  N.Y:  Doubleday  & 
Company,  1981),  134-35,  137,  146;  Erika  Lee  Doss,  "Regionalists 
in  Plollywood:  Painting,  Eilm,  and  Patronage,  1925-1945,"  Ph.D. 
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cat.  (Kansas  City,  Mo.:  Eine  Aits  Galleiy,  Federal  Reseive  Bank  of 
Kansas  City,  1985),  15,  23;  Ann  Lowiy  "Tom  Benton  Gets  Respect," 
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(Okla.)  Tribune,  16  Januaiy  1987,  loC;  George  Guiiey,  "A  Modest 
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Kans.),  27  Januaiy  1987,  2;  WiUiam  Robbins,  "Kansas  City  Saw 
Red:  Nude  Painting  Sparks  a  Lively  Debate,"  San  Francisco 
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Celebrating  the  Centennial  of  a  Great  Missouri  Artist,"  St.  Louis 
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Cultural  Politics:  From  Regionalism  to  Abstract  Expressionism,"  in 
Recasting  America:  Culture  and  Politics  in  the  Age  of  Cold  War, 
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8  October  1995,  8;  Kathryn  C.  Johnson,  ed.,  Made  in  America:  Ten 
Centuries  of  American  Art,  exh.  cat.  (New  York:  Hudson  Hills 
Press,  1995),  151;  Robert  W.  Butler,  "Peeping  Thomas,"  Kansas 
City  Star,  27  February  1996,  E6;  Alice  Thorson,  "Nelson  Exhi- 
bition Gives  the  People  What  They  Want,"  Kansas  City  Star, 
17  March  1996, 1 13;  Alice  Thorson,  "Nelson  Art  Exliibition  Spans 
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ton Pops  up  in  'Evita,'"  Kxmsas  City  Star,  29  December  1996,  J3; 
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M.  Dennis,  Renegade  Regionalists:  The  Modern  Independence  of 
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ison: University  of  Wisconsin  Press,  1998),  136,  139;  James  Leggio 
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39;  Philip  Dacey,  The  Deathbed  Playboy:  Poems  by  Philip  Dacey 
(Cheney:  Eastern  Washington  University  Press,  1999),  cover; 
Barbara  Jaffee,  "The  Abstraction  Within:  Diagrammatic  Impulses 
in  Twentieth  Centuiy  American  Art,  Pedagogy,  and  Art  History," 
Ph.D.  diss..  University  of  Chicago,  1999,  134,  257;  Thomas  Hart 
Benton:  Exhibition  of  Paintings,  exli.  cat.  (New  York:  Owen  Gal- 
lery, 2000),  27,  66;  "This  Is  a  Famous  Painting  Called  'Perse- 
phone,'" Kansas  City  Star  Magazine,  10  June  2001,  20;  Susan 
Kerslake,  Seasoning  Fever  (Erin,  Ontario:  Porcupine's  Quill,  2002), 
cover;  University  Daily  Kcmsan  Jayplay  (Lawrence,  Kans.),  6  No- 
vember 2003,  cover,  2;  Marjorie  B.  Searle  and  Roland  Netsky, 
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Art  Review  17  (April  2005),  96-98. 

Note 

1.  Benton  described  the  histoiy  of  the  painting,  inchiding  his  conserv'ation 
work,  on  two  paper  labels  affixed  to  the  back  of  the  panel.  See  transcript, 
NAMA  curatorial  files. 


Thomas  Hart  Benton  (1889-1975) 
Vase  of  Flowers,  1940 

Oil  and  tempera  on  pressboard 

20M  X  14^16  in.  (52.7  X  36.4  cm) 

Signed  lower  left:  Benton 

Gift  of  Mr.  and  Mrs.  Milton  McGreevy,  F74-43 

Technical  Notes 

Benton  applied  the  thick,  opaque,  bright  white  ground,  which  is 
probably  gesso,  to  the  pressboard  panel.  Under  normal  light,  a 
graphite  underdrawing  is  evident  beneath  the  central  yellow  flower, 
the  outer  edges  of  the  iris  blooms  at  the  top,  and  the  vase.  Benton 
executed  the  overlying  painting  with  oil  paint  and  egg  tempera.  The 
paint  was  primarily  thin,  fluid,  and  medium-rich.  Benton's  brush- 
strokes are  prominent,  with  low  impasto  at  their  edges.  Traction 
cracks  are  present  in  the  medium-rich  areas  of  dark  brown  paint, 
mechanical  cracks  appear  overall,  and  locaHzed  areas  of  active  lift- 
ing and  flaking  paint  appear  under  raking  light.  A  few  pinpoint  paint 
losses  are  present  in  the  top  right  quadrant,  the  uppermost  blossoms, 
and  at  the  right  edge.  The  thin  paint  layers  have  become  increas- 
ingly transparent  over  time.  The  thick,  uneven,  and  yellowed  var- 
nish is  probably  a  natural  resin  and  has  a  moderately  high  sheen. 

Provenance 

To  Milton  McGreevy,  Shawnee  Mission,  Kans.,  1940;  to  NAMA, 
1974- 

Exhibition 

Federal  Reserve  Bank  of  Kansas  City,  Mo.,  Kansas  City  Remetn- 
bers:  Thomas  Hari  Benton,  1889-197,5,  6  April-26  May  1989, 
unnumbered,  not  in  cat. 

References 

"Auction  of  Art  of  40,"  Kansas  City  Times,  28  June  1940,  11;  "Art 
Is  Their  Receipt,"  Kansas  City  Times,  3  July  1940,  3. 
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Thomas  Hart  Benton  (1889-1975) 
Morning  Glories,  c.  1943-45 

Mixed  media  on  Masonite 
22'M  X  15%  in.  (57.8  X  38.4  cm) 
Signed  lower  left:  Benton. 

Gift  of  Mr.  and  Mrs.  Thomas  Dvmnicliffe,  F85-30 


Technical  Notes 

The  Masonite  panel  is  slightly  convex  but  appears  to  be  structur- 
ally sound.  Benton  appHed  the  opaque,  off-white  ground,  which  is 
hkely  gesso.  No  underdrawing  is  apparent  under  normal  lighting 
conditions.  Benton  may  have  underpainted  the  composition  with 
dark,  slightly  transparent  umber  paint  before  applying  the  overly- 
ing layers  of  oil  paint  and  a  matte  paint,  which  may  be  egg  tempera, 
casein,  or  gouache.  The  surface  is  thinly  painted  overall;  however, 
the  brushwork  is  pronounced.  Incised  Knes  are  visible  at  the  edges 
of  flower  petals  and  leaves.  Oil  paint  glazes  tone  many  of  the  rock 
shapes  and  dark  regions  of  the  painting.  Benton  did  not  thoroughly 
disperse  his  pigments  into  the  medium,  with  the  result  that  clumps 
of  pure  pigment  are  scattered  throughout.  Extremely  fine  crack- 
ing and  widely  spaced  mechanical  cracks  have  developed  overall. 
There  appears  to  be  a  significantly  discolored,  uneven  natural  resin 
varnish  on  the  surface,  resulting  in  an  overall  tonality  shift.  There 
are  paint  strokes  above  this  varnish  layer  in  the  blue  flowers  and 
signature.  Museum  conservation  staff  treated  the  painting  in  1987 
to  address  localized  areas  of  lifting  and  flaking  paint.  An  isolating 
layer  of  Soluvar  varnish  was  applied,  paint  losses  were  retouched, 
and  a  final  layer  of  Soluvar  was  brushed  onto  the  surface. 

Provenance 

To  Mr.  and  Mrs.  Thomas  Dunnicliffe;  to  NAMA,  1985. 
Exhibitions 

Associated  American  Artists  Galleries,  New  York,  Thomas  Ben- 
ton, 9  April-3  May  1941,  no  cat.;  Heniy  Art  Galleiy,  University 


of  Washington,  Seattle,  Thomas  Hai~t  Benton:  Works  on  Paper, 
12  May  1990-6  Januaiy  1991  (traveled),  no  cat.;  Federal  Resei-ve 
Bank  of  Kansas  City,  Mo.,  Kansas  City  Remembers:  Thomas  EaH 
Benton,  i88g-ig-/s,  6  April-26  May  1989,  unnumbered. 

References 

Edward  Alden  Jewell,  "Paintings  on  View  of  Thomas  Benton,"  New 
York  Times,  late  city  ed.,  9  April  1941,  sec.  1,  30;  Polly  Burroughs, 
Thomas  Han  Benton:  A  Portrait  (Garden  City,  N.Y.:  Double- 
day  &  Company,  1981),  122  (picture  printed  sideways);  Donald 
Hoffmann,  "Midwest  Paintings  Could  Be  from  Anywhere,"  Kansas 
City  Star,  20  September  1987,  6D;  "Benton  Paintings  Given  to 
Museum,"  Calendar  of  Events  (Nelson-Atkins  Museum  of  Art), 
October  1987,  2-3;  Krmsas  City  Remembers:  Thomas  Hart  Benton, 
i88g-igys,  exh.  cat.  (Kansas  City,  Mo.:  Federal  Resen^e  Bank  of 
Kansas  City,  1989),  unpaginated;  NAMA  1991,  197;  Scott  Kerr 
and  R.  H.  Dick,  An  American  Ai-t  Colony:  The  Art  and  Artists  of 
Ste.  Genevieve,  Missouri,  ig^o-ig40  (St.  Louis:  McCaughen  & 
Burr  Press,  2004),  166-67,  181. 


Thomas  Hart  Benton  (1889-1975) 
Still  Life  with  Flowers,  1946 

Oil  o]i  canvas,  mounted  on  panel 
20%  X  14  in.  (52.4  X  35.6  cm) 
Signed  and  dated  lower  right:  Benton  46 
Gift  of  Mr.  and  Mrs.  B.  B,  Gever,  64-30/1 


Technical  Notes 

The  tightly  woven,  medium-weight,  plain -weave  canvas  is  mounted 
to  a  pressboard  support  wdth  an  unknown  adhesive.  Paint  on  the 
panel  edges,  the  lack  of  a  cusping  pattern,  aiid  the  absence  of 
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stretcher  cracks  suggest  that  the  panel  is  part  of  the  original  con- 
struction. The  opaque,  bright  white  ground  was  probably  commer- 
cially applied.  Benton  applied  a  warm,  muted  peach  imprimatura 
layer  overall,  above  which  he  apphed  thin,  fluid  paint  strokes  that 
follow  the  contours  of  forms.  He  apphed  thick  paint  with  a  paste- 
hke  consistency  and  a  moderate  impasto  to  the  leaves,  dish,  and 
highlights  of  the  flowers.  Thin  orange  and  violet  glazes  cover  the 
flower  petals,  and  dark  glazes  are  present  in  areas  of  shadow.  A 
few  areas  of  paint  loss  are  visible  in  the  upper  part  of  the  back- 
ground. The  selectively  applied  varnish  is  probably  synthetic  and 
has  a  moderately  high  sheen. 

Provenance 

To  B.  B.  Geyer,  1946;  to  NAMA,  1964. 


Thomas  Hart  Benton  (1889-1975) 

Desert  Still  Life,  1951 
{Desert  Still  Life,  Wyoming) 

Tempera  with  oil  on  canvas,  mounted  on  panel 
27VS  X  35%  in.  (68.9  X  89.9  cm) 
Signed  and  dated  lower  right:  Benton  '51 
Bequest  of  the  artist,  F75-21/45 

Technical  Notes 

The  medium-weight,  plain-weave  canvas,  which  Benton  attached 
to  a  plywood  panel  with  an  unknown  adhesive,  has  numerous  slubs 
and  irregularities.  Benton  incoi-porated  a  coarse  additive  (possibly 
sand)  to  the  bright  white  ground,  which  is  probably  gesso,  to  create 
a  shghtly  gritty  surface  texture.  He  then  built  up  the  forms  with 
thin  layers  of  tempera  paint,  adding  warm  ofl  paint  glazes  to  the 
shadows  and  opaque,  white  oil  paint  to  the  clouds  at  the  horizon 
and  to  the  white  highflghts  in  the  bones  and  rocks.  OveraU  the 
paint  layers  are  thin,  and  the  texture  of  the  canvas  remains  visible 
throughout.  The  painting  is  in  good  condition  with  no  evidence  of 
cracks  or  instability.  A  small  scratch  is  present  at  the  bottom  edge, 


with  three  pinpoint  losses  of  paint.  Additional  scratch  lines  are 
located  at  the  right  edge  and  have  been  retouched.  Other  minor 
areas  of  retouch,  which  are  discolored  and  matte  in  appearance, 
are  located  in  the  sky  and  at  the  edges.  The  surface  coating,  which 
appears  to  be  a  thick  synthetic  varnish,  is  discolored  and  darkened 
and  has  a  moderately  high  sheen.  The  varnish  does  not  extend  to 
the  fold-over  edge,  indicating  that  the  painting  was  varnished  in 
the  frame. 

Provenance 
To  NAMA,  1975. 

Related  Work 

Desert  Still  Life  with  Skull,  n.d.,  oil  on  cotton  duck  cloth  on  ply- 
wood, 6%  X  qVo  in.  (17.1  X  24.1  cm),  Benton  Trust,  UMB  Bank, 
n.a.,  Trustee. 

Exhibitions 

University  of  Kansas  Museum  of  Art,  Lawrence,  Thomas  Hart 
Benton,  12  April-18  May  1958,  no.  66;  University  Art  GaUeiy, 
University  of  Arizona,  Tucson,  Thomas  Han  Benton:  A  Giant  in 
American  Art,  15  October  1962-1  September  1963  (traveled), 
no.  31  (as  Desert  Still  Life,  Wyoming);  Federal  Reserve  Bank  of 
Kansas  City,  Mo.,  Kcmsas  City  Remembers:  Thomas  Hart  Benton, 
iSSg-igys,  6  April-26  May  1989,  unnumbered;  Hemy  Art  Gallery, 
University  of  Washington,  Seattle,  Tho^nas  Hart  Benton:  Works 
on  Paper,  12  March  1990-6  Januaiy  1991,  unnumbered;  Birger 
Sandzen  Memorial  Galleiy,  Lindsborg,  Kans.,  Midwest  Art  Exhi- 
bition, 6-31  March  1991,  no  cat.;  Neue  Nationalgalerie,  Berlin, 
Germany,  George  Grosz:  Berlin-New  York,  21  December  1994- 
30  July  1995  (traveled),  no.  ni-22;  Nelson-Atkins  Museum  of 
Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as  Muse, 
5  February-31  July  2005,  no  cat. 

References 

Thomas  Hart  Benton,  exh.  cat.  (Lawrence:  University  of  Kansas 
Museum  of  Art,  1958),  unpaginated  (as  1956);  Thomas  Hart  Ben- 
ton: A  Giant  in  American  Art,  exli.  cat.  (Tucson:  University  Art 
Galleiy  University  of  Arizona,  1962),  unpaginated  (as  Desert  Still 
Life,  Wyoming);  Matthew  BaigeU,  Thomas  Hart  Benton  (New  York: 
Hany  N.  Abrams,  1974),  11,  224;  Kathleen  Patterson,  "Nelson 
Gaflery  in  Benton  WiU,"  Kansas  City  Times,  26  Februaiy  1975,  iB; 
Krmsas  City  Remembers:  Thomas  Hart  Benton,  188Q-1975,  exli. 
cat.  (Kansas  City,  Mo.:  Federal  Resei-ve  Bank  of  Kansas  Cit)^,  1989), 
unpaginated;  Pete  Szflagyi,  American  Statesman  (Austin,  Tex.), 
[1990],  clipping,  NAMA  curatorial  files;  NAMA  1991,  198;  George 
Grosz,  Berlin-New  York,  exh.  cat.  (BerUn,  Germany:  Ars  Nicolai, 
1994),  119;  RandaU  R.  Griffey,  "Bingham  to  Benton:  The  Midwest 
as  Muse,"  American  Art  Review  17  (April  2005),  100-101. 
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Thomas  Hart  Benton  (i889-1975) 
Open  Country,  1952  *!• 

Tempera  with  oil  on  canvas,  mounted  on  panel 
ijVa  X  35'4  in.  (69.2  x  89.5  cm) 

Signed  and  dated  lower  right:  Benton  '52;  inscribed  on  panel  verso:  price 
$3500.00;  "Open  Countiy"  Thomas  H.  Benton  /  Oil  painting — Varnished 
with  methyl  methacrylate  varnish 
Bequest  of  David  L.  and  Elise  B.  Sheffrey,  F89-33 

Technical  Notes 

Benton  mounted  the  extremely  fine,  lightweight,  plain-weave 
canvas  to  a  plywood  panel  with  an  unknown  adhesive,  attaching 
the  tacking  margins  to  the  panel  with  widely  spaced  tacks.  The 
paint  film  does  not  extend  to  the  tacking  edges,  which  are  intact, 
indicating  that  the  dimensions  are  original.  The  opaque,  off-white 
ground  was  commercially  applied.  Graphite  fines  can  be  seen 
with  visible  light  beneath  the  paint  of  the  fence  on  the  left  side. 
The  overlying  paint  varies  from  thick  and  pastelike  to  thin  and 
medium-rich  with  visible  canvas  texture.  The  sky  is  well  blended 
with  minimal  brushwork,  whereas  the  fields  and  foreground  con- 
tain visible  brushwork  and  low  impasto,  some  of  which  Benton 
appfied  with  a  palette  knife.  The  artist  appears  to  have  repainted 
the  sky  a  darker  blue  over  a  lighter  color,  and  the  lighter  underly- 
ing tone  is  evident  on  the  outermost  edges.  He  also  adjusted  a 
few  of  the  lines  of  the  windmill  by  oveipainting  with  an  opaque, 
fight-colored  paint  and  made  a  few  sfight  adjustments  to  the  legs 
of  two  cows  in  the  distance,  located  at  the  left  and  the  lower  right. 
The  earlier  outlines  of  these  objects  are  evident  beneath  the  paint. 
Several  fine,  predominantly  horizontal  mechanical  cracks  have 
developed  in  the  sky.  In  1989  Museum  consemition  staff  removed 
surface  film,  varnished  the  painting,  filled  and  toned  paint  losses 
and  abrasions,  and  applied  a  final  layer  of  synthetic  varnish.  There 
appears  to  be  a  slightly  discolored  natural  resin  varnish  beneath  the 
synthetic  varnish,  particularly  noticeable  on  the  horizon  line  at  the 
left  side. 

Provenance 

To  David  L.  and  Efise  B.  Sheffrey;  to  NAMA,  1989. 


Related  Work 

Open  Country,  c.  1950-52,  oil  on  board,  10  x  14  in.  (25.4  x 
35.6  cm),  private  collection. 

Exhibitions 

W^illiam  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  4th  Mid-American  Annual,  1954, 
13-29  March  1954,  no.  9;  University  of  Kansas  Museum  of  Art, 
Lawrence,  Thomas  Hart  Benton,  12  April-18  May  1958,  no.  59; 
University  of  Iowa  Museum  of  Art,  Iowa  CiW,  Plain  Pictures:  Images 
of  the  American  Prairie,  18  August  1996-27  July  1997  (traveled), 
unnumbered;  Aichi  Prefectural  Museum  of  Art,  Nagoya,  Japan,  A 
Century  of  the  American  Dream,  23  November  2000-25  March 
2001  (traveled),  no.  II-19;  Nelson-Atkins  Museum  of  Art,  Kansas 
City,  Mo.,  Bingham  to  Benton:  The  Michoest  as  Muse,  5  Februaiy- 
31  July  2005,  no  cat. 

References 

4th  Micl-American  Annual,  1954,  exh.  cat.  (Kansas  City,  Mo.:  Mid- 
America  Artists  Association,  1954),  unpaginated;  Thomas  Hari 
Benton,  exh.  cat.  (Lawrence:  University  of  Kansas  Museum  of  Art, 
1958),  unpaginated;  Matthew  BaigeU,  Thomas  Hart  Benton  (New 
York:  Harry  N.  Abrams,  1974),  11,  229;  Erika  Lee  Doss,  "Region- 
alists  in  Hollywood:  Painting,  Film,  and  Patronage,  1925-1945," 
Ph.D.  diss..  University  of  Minnesota,  1983,  247;  NAMA  1991,  199; 
"Images  of  the  American  Prairie,"  American  Ariist  60  (October 
1996),  61;  Joni  L.  Kinsey,  Plain  Pictures:  Images  of  the  Ameri- 
can Prairie,  exli.  cat.  (Washington,  D.C.:  Smithsonian  Institution 
Press,  1996),  160-61;  A  Century  of  the  American  Dream,  exh.  cat. 
(Nagoya:  Aichi  Prefectural  Museum  of  Art,  2000),  53;  Randall  R. 
Griffey,  "Bingham  to  Benton:  The  Midwest  as  Muse,"  American 
An  Review  17  (April  2005),  95,  98-99. 
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Thomas  Hart  Benton  (1889-1975) 
The  Seneca  Discover  the  French,  1956-57 

Oil  on  pressboard 
lyVm  X  14VS  in.  (43.3  x  35.9  cm) 
Signed  lower  right;  Benton 
Bequest  of  the  artist,  F75-21/16 

Technical  Notes 

The  pressboard  panel  has  been  cropped  on  die  right  edge,  prob- 
ably after  it  was  painted.  The  paint  film  does  not  extend  to  the 
top,  left,  or  bottom  edges,  where  a  thin  strip  of  the  commercially 
applied,  opaque,  beige  ground  is  evident.  By  contrast,  the  paint 
layer  extends  to  the  very  edge  of  the  panel  on  the  right  side,  where 
a  shape  that  closely  matches  the  loincloths  of  other  Seneca  figures 
appears.  Benton  applied  a  thin,  warm  brown  imprimatura  overall. 
Lines  of  Benton's  graphite  underdrawing  are  visible  under  normal 
light  between  several  shapes  and  on  the  left  edge.  Benton  used  a 
direct  painting  technique  with  fine  paint  strokes  and  prominent 
brushwork.  The  consistency  of  the  paint  is  primarily  thin  and  fluid 
with  some  pastelike,  low  impasto  in  the  lower  foreground.  Fine, 
parallel  hatching  lines  are  evident  on  the  figures  and  in  the  fore- 
ground. A  small  crease  in  the  panel  is  evident  at  the  lower  right 
corner  with  no  associated  paint  loss.  Short  brush  hairs  are  embed- 
ded in  the  paint  of  the  water.  The  painting  is  unvarnished. 

Provenance 
To  NAMA,  1975. 

Related  Works 

Figure  Study,  1956,  graphite  on  paper,  loYiti  x  la'/io  in.  (25.9  x 
30.6  cm),  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.;  Figure 


Study,  1956,  graphite  on  paper,  2,oV2  x  i4%6  in.  (52.1  x  37.1  cm), 
Nelson-Atldns  Museum  of  Art,  Kansas  City,  Mo.;  Finished  Work- 
ing Study  for  "The  Seneca  Discover  the  French,"  1956,  casein  and 
graphite  on  paper,  28%  x  22%  in.  (73.3  x  58.1  cm),  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.;  Sketch  for  "The  Seneca  Discover 
the  French,"  1956,  pen,  ink,  and  brown  wash  on  paper,  16V2  x 
14'/^  in.  (41.9  X  36.2  cm),  Nelson-Atkins  Museum  of  Art,  Kansas 
City,  Mo.;  Study  for  Foreground.  Indian,  1956,  graphite  on  paper, 
16V2.  X  12V4  in.  (41.9  X  31.1  cm),  Nelson-Atkins  Museum  of  Art, 
Kansas  City,  Mo.;  Study  for  Foregrotind  Indian,  1956,  graphite 
on  paper,  30  x  20  in.  (76.2  x  50.8  cm),  Nelson-Atkins  Museum 
of  Art,  Kansas  City,  Mo.;  The  Seneca  Discover  the  French,  1957, 
mural,  6  x  7  ft.,  Power  Authority  of  the  State  of  New  York,  St. 
Lawrence-FDR  Visitors  Center. 

Exhibitions 

Federal  Resen^e  Bank  of  Kansas  City,  Mo.,  Kansas  City  Renieni- 
hers:  Thomas  Hart  Benton,  1S89-1975,  6  April~26  May  1989, 
unnumbered;  Meadows  Museum,  Southern  Methodist  Univer- 
sity, Dallas,  Texas  ReaUsm,  29  March  1991-3  May  1992  (traveled), 
unnumbered. 

References 

Kansas  City  Remembers:  Thomas  Hart  Benton,  i88g-igjs,  exh. 
cat.  (Kansas  City,  Mo.:  Federal  Reserve  Bank  of  Kansas  City,  1989), 
unpaginated;  Texas  Realism,  exh.  cat.  (Dallas:  Meadows  Museum, 
Southern  Methodist  University,  1991),  unpaginated. 
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Thomas  Hart  Benton  (1889-1975) 
Farm  Sale  with  Pop  and  the  Boys,  1962 

Oil  on  canvas  board 

i6Vs  X  14  in.  (42.9  X  35.6  cm) 

Signed  and  dated  lower  left:  Benton  /  62 

Gift  of  Mr.  and  Mrs.  Ewing  Kauffman  in  commemoration  of  the  1985 
Kansas  City  Royals  Baseball  Club  s  World  Series  Championship,  F86-48 

Technical  Notes 

The  slightly  concave  artist-board  support  was  commercially  primed 
with  a  thin,  bright  white  ground.  Horizontal  graphite  lines  appear 
in  visible  light  in  the  upper  left  corner  due  to  an  increased  trans- 
parency of  the  paint  in  the  sky,  and  infrared  reflectography  reveals 
that  Benton  drew  a  pencil  grid  over  the  entire  surface,  probably  to 
transcribe  a  study  composition.  The  original  sound  hole  of  the 
guitar,  which  Benton  moved,  is  slightly  visible  under  normal  light 
and  can  be  clearly  seen  using  infrared  reflectography.  Benton 
defined  the  forms  using  thin,  opaque  layers  of  oil  paint.  The  canvas 
weave  is  prominent  throughout.  The  painting  is  in  excellent  condi- 
tion with  no  losses,  abrasion,  cracking,  or  other  damage.  An  incised 
diagonal  line  that  does  not  relate  to  the  composition  is  located 
on  the  banjo  player's  proper  left  arm.  Two  small  areas  of  matte 
retouch  are  located  at  the  proper  left  of  the  banjo  player's  jacket 
and  the  proper  right  shoulder  of  the  farmer  on  the  left,  who  stands 
with  his  hand  in  his  pocket.  The  slightly  discolored  varnish  is  most 
likely  a  synthetic  resin. 

Provenance 

To  Mr.  and  Mrs.  Ewing  Kauffman;  to  NAMA,  1986. 
Related  Works 

These  three  in  the  evening,  harmonica  and  fiddle  and  guitar, 
1940,  color  lithograph,  10V4  x  7'/^  in.  (26  x  18.4  cm),  illustrated  in 


Henry  Adams,  Thomas  Hart  Benton:  Drawing  from  Life,  exh.  cat. 
(New  York:  Abbeville  Press,  1990),  179;  "Pop"  and  the  Boys,  1940, 
pencil  on  paper,  18  x  12  in.  (45.7  x  30.5  cm),  location  unknown, 
illustrated  in  Heniy  Adams,  Thomas  Hart  Benton:  Drawing  from 
Life,  exh.  cat.  (New  York:  Abbeville  Press,  1990),  173;  Pop  and 
the  Boys,  1963,  oil  on  canvas,  26%  x  18%  in.  (67.9  x  47.9  cm), 
Thyssen-Bornemisza  Art  Collection,  Switzerland. 

Exhibitions 

Federal  Reserve  Bank  of  Kansas  City,  Mo.,  Kansas  City  Remem- 
bers: Thomas  Hart  Benton,  i88Q-igy$,  6  April-26  May  1989, 
unnumbered  (as  Farm  Sale  with  "Pop"  and  the  Boys);  Henry  Art 
Gallery,  University  of  Washington,  Seattle,  Thomas  Hart  Benton: 
Drawing  from  Life,  16  March  1990-6  Januaiy  1991  (traveled), 
unnumbered;  Albrecht-Kemper  Museum  of  Art,  Saint  Joseph, 
Mo.,  Under  the  Influence:  The  Students  of  Thomas  Hai~t  Benton, 
15  April-30  June  1993,  unnumbered;  Nelson-Atkins  Museum  of 
Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as  Muse, 
5  Februaiy-31  July  2005,  no  cat. 

References 

Donald  Hoffmann,  "Midwest  Paintings  Could  Be  from  Any- 
where," Kansas  City  Star,  20  September  1987,  6D;  "Benton 
Paintings  Civen  to  Museum,"  Calendar  of  Events  (Nelson- Atkins 
Museum  of  Art),  October  1987,  unpaginated;  Kansas  City  Remem- 
bers: Thomas  HaH  Benton,  i88q-iqj^,  exh.  cat.  (Kansas  City, 
Mo.:  Federal  Reserve  Bank  of  Kansas  City,  1989),  unpaginated 
(as  Farm  Sale  with  "Pop"  and  the  Boys);  Heniy  Adams,  Thomas 
Hai~t  Benton:  Drawing  from  Life,  exh.  cat.  (New  York:  Abbeville 
Press,  1990),  179;  NAMA  1991,  200;  Under  the  Influence:  The  Stu- 
dents of  Thomas  Hart  Benton,  exh.  cat.  (St.  Joseph,  Mo.:  Albrecht- 
Kemper  Museum  of  Art,  1993),  48;  Randall  R.  Griffey,  "Bingham 
to  Benton:  The  Midwest  as  Muse,"  American  Art  Review  17  (April 
2005),  98-99. 


43 


Thomas  Hart  Benton  (1889-1975) 
Trial  by  Jury,  1964 

Oil  on  canvas 

SoMe  X  ^oVn  in.  (76.9  x  101.9  cm) 
Signed  lower  right:  Benton  '64 
Bequest  of  the  artist,  F75-21/11 

Technical  Notes 

Benton  primed  the  loosely  woven,  plain-weave  canvas  with  an 
opaque,  bright  white  ground  that  is  probably  gesso.  It  remains 
attached  to  its  original  stretcher.  What  appears  to  be  a  thin, 
medium  green  imprimatura  is  visible  at  the  edges  of  many  forms. 
Benton  incised  lines  into  the  ground  layer  to  define  the  elements 
of  his  composition.  He  appfied  thick  textured  paint  with  low  im- 
paste and  thin,  fluid  paint  in  hatching  strokes  to  create  highfights 
and  shadows,  where  he  also  added  transparent  glazes.  Thick  paint 
strokes  in  the  underlying  layers  indicate  that  Benton  lengthened 
the  yellow  coat  of  a  seated  woman  and  slightly  repositioned  her 
red  chair,  as  well  as  the  legs  of  the  chair  at  the  lower  left.  Incised 
lines  at  one  corner  of  the  witness  stand  do  not  correspond  to  the 
final  painted  edge  and  signal  a  slight  change  by  the  artist.  Traction 
cracks  have  developed  in  the  top  left  quadrant  and  in  the  light 
green  paint  above  the  seated  witness.  The  synthetic  varnish  has  a 
glossy  sheen. 

Provenance 
To  NAMA,  1975. 

Related  Works 

The  Defendants  (study  for  Tial  by  Jury),  1964,  pencil  on  paper,  8V2  x 
14  in.  (21.6  X  35.6  cm),  Benton  Trast,  UMB  Bank,  n.a.,  Tmstee;  The 
Plaintiffs  (study  for  Trial  by  Jury),  1964,  pencil  on  paper,  8V2X  14  in. 
(21.6  X  35.6  cm),  Benton  Trust,  UMB  Bank,  n.a.,  Tmstee;  Value 
Study  for  "Trialby  Junj,"  1964,  tempera  on  support,  8V4  x  12  in.  (21  x 
30.5  cm),  Benton  Trust,  UMB  Bank,  n.a.,  Trustee;  Umbrella  and 
Shatul  (study  for  Trial  by  Jury),  n.d.,  pencil  on  paper,  lo'/s  x  13M  in. 
(26.7  X  34.9  cm),  Benton  Tmst,  UMB  Bank,  n.a.,  Tmstee. 


Exhibitions 

United  Missouri  Bank,  Kansas  City,  Mo.,  ["Thomas  Hart  Benton 
Easter  Seals  Benefit  Exliibition"],  4-5  April  1981,  unnumbered; 
National  Portrait  Gallery,  Washington,  D.C.,  Portraits  of  the  Amer- 
ican Law,  13  October  1989-15  Januaiy  1990,  unnumbered. 

References 

Thomas  Hart  Benton,  An  American  in  Art:  A  Professional  and 
Technical  Autobiography  (Lawrence:  University  Press  of  Kansas, 
1969),  141;  Matthew  Baigell,  Thomas  Hart  Benton  (New  York: 
Harry  N.  Abrams,  1974),  11,  242;  Kathleen  Patterson,  "Nelson 
Gallery  in  Benton  Will,"  Kcmsas  City  Times,  26  Febmaiy  1975,  lA 
(as  Damage  Suit  [Trial  by  Jury]);  "Paintings  from  the  Thomas  Hart 
Benton  Bequest,"  Gallery  Events  (WflHam  Rockliill  Nelson  GaUeiy 
of  Art  and  Mtiiy  Atkins  Museum  of  Eine  Arts),  March  1976,  un- 
paginated;  Patricia  Ewing  Pace,  "You'll  Find  Some  Authentic  Ben- 
tons  .  .  .  Right  under  Your  Very  Nose,"  Kansas  City  Star,  27  April 
1981, 1-2B;  Kimberly  Mills,  "Judge  Hopes  to  Re-Enact  Trial  Shown 
in  Painting,"  Kansas  City  Times,  9  December  1981,  Bi,  B6;  Paula 
Maynard,  "Courtroom  Reunion  Honors  Thomas  Hart  Benton 
Painting,"  United  Press  International  (New  York),  30  December 
1981,  clipping,  Scrapbook,  NAMA  Archives;  "Courtroom  Reunion 
Honors  Thomas  Hart  Benton  Painting,"  Express  and  News  (Kirks- 
ville,  Mo.),  31  December  1981,  i;  Kimberly  Mills,  "A  Case  of  Life 
Imitating  Art,"  Kcmsas  City  Times,  31  December  1981,  Ai,  A4; 
["Thomas  Hart  Benton  Easter  Seals  Benefit  Exhibition"],  exli.  cat. 
(Kansas  City,  Mo.:  United  Missouri  Bank  and  Boelte-Hall,  Litho, 
1981),  unpaginated;  "Court  Painting  Comes  to  Life,"  Saginaiv 
(Mich.)  News,  4  January  1982,  C7;  Karal  Ann  Marling,  Tom  Ben- 
ton and  His  Drawings:  A  Biographical  Essay  and  a  Collection  of 
His  Sketches,  Studies,  and  Mural  Carioons  (Columbia:  University 
of  Missouri  Press,  1985),  187,  190-93,  223;  Frederick  S.  Voss,  Por- 
traits of  the  American  Law,  exh.  cat.  (Washington,  D.C.:  National 
Portrait  Galleiy,  1989),  frontispiece,  4;  NAMA  1991,  201;  Maxwell 
Bloomfield,  "The  Warren  Court  in  American  Fiction," /oh rnc//  of 
Supreme  Couri  History  16  (1991),  92;  Morris  L.  Cohen,  "Trial  by 
Juiy,"  in  Law:  The  Art  of  Justice  (New  York:  Hugh  Lauter  Levin 
Associates,  1992),  102-3;  Joel  Samaha,  Criminal  Law,  4th  ed. 
(St.  Paul,  Minn.:  West  Pubhshing  Company,  1992),  cover;  NYU- 
The  Law  School  Magazine  3  (Autumn  1993),  cover;  "Connecting 
with  the  Juiy,"  TRIAL  29  (Februaiy  1993),  114-15;  Kcmms  City 
Counselor,  February  1994,  cover;  Fred  Shapiro  and  Jane  Gany, 
eds..  Trial  and  Error  An  Oxford  Anthology  of  Legal  Stories  (New 
York:  Oxford  University  Press,  1998),  cover;  CHANCE:  A  Maga- 
zine of  the  American  Statistical  Association  15  (Spring  2002),  cover, 
1;  Joseph  B.  Kadane,  "Anatomy  of  a  Juiy  Challenge,"  CHANCE:  A 
Magazine  of  the  American  Statistical  Association  15  (Spring  2002), 
10;  WiUiam  Dwyer,  In  the  Hands  of  the  People:  The  Trial  Jury's 
Origins,  Triumphs,  Troubles,  and  Future  in  American  Democracy 
(New  York:  St.  Martin's  Press,  2002),  cover. 
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Thomas  Hart  Benton  (1889-1975) 
Missouri  Lawyer,  c.  1966-67 

Tempera  on  canvas 

26^/4  X         in.  (66.7  X  51.3  cm) 

Signed  and  dated  lower  right:  Benton  /  67;  inscribed  on  verso  center: 
Clay  Rogers  /  "Missouri  Lawyer"  /  Painted  in  1967  (Polymer  Tempera)  / 
Benton 

Bequest  of  the  artist,  F75-21/43 

Technical  Notes 

The  medium-weight,  tightly  woven,  plain-weave  canvas  is  unlined. 
The  stretcher  is  original  and  the  tacking  margin  is  intact.  Benton 
applied  two  thin  layers  of  what  appears  to  be  bright  white,  opaque 
gesso  to  the  canvas.  Infrared  reflectography  reveals  a  graphite 
grid,  a  few  graphite  Hues — corresponding  to  the  bookends  and  the 
figure's  nose — and  dark  paint  strokes  outlining  the  elements  of  the 
composition.  Over  this  drawing,  Benton  applied  layers  of  opaque 
paint  and  transparent  glazes,  adding  fine  hatching  strokes  to  create 
modeling  in  the  figure's  face,  collar,  and  hands.  A  spiral  impact 
crack  appears  in  the  upper  right  corner,  vvdth  some  associated  pin- 
point paint  loss  and  dark  retouch.  Slightly  raised  mechanical  cracks 
and  pinpoint  losses  appear  in  a  few  areas.  The  thin  varnish  appears 
to  be  slightly  discolored  and  has  a  high-gloss  sheen.  Benton  appfied 
retouch  above  the  varnish  in  several  areas,  then  locally  varnished 
the  retouch. 

Provenance 
To  NAMA,  1975. 

Related  Works 

Claij  Rogers  (study  for  Mi5.s own  Lawyer),  c.  1968-69,  pencil,  10  x 
6'/4  in.  (25.4  X  16.5  cm),  Benton  Trust,  UMB  Bank,  n.a..  Trustee; 
Drawing  of  Clay  Rogers  (study  for  Missouri  Lawyer),  1969,  pencil 
on  paper,  ^Vi  x  7  in.  (21.6  x  17.8  cm),  location  unknown,  illustrated 


in  Thomas  Hart  Benton:  A  Personal  Commemorative,  exli.  cat. 
(Joplin:  Spiva  Art  Center,  Missouri  Southern  State  College,  1973), 
102. 

Exhibitions 

Madison  Art  Center,  Wisconsin,  Thomas  Hart  Benton,  22  March- 
12  April  1970,  unnumbered;  Federal  Resei-ve  Bank  of  Kansas  City, 
Mo.,  Kansas  City  Remembers:  Thomas  Han  Benton,  iSSg-igys, 
6  April-26  May  1989,  unnumbered,  not  in  cat. 

References 

Thomas  Hart  Benton,  exh.  cat.  (Madison,  Wise:  Madison  Art  Cen- 
ter, 1970),  unpaginated;  Matthew  Baigell,  Thomas  Hart  Benton 
(New  York:  Hariy  N.  Abrams,  1974),  11,  250;  Kathleen  Patterson, 
"Nelson  Galleiy  in  Benton  Will,"  Kansas  City  Times,  26  Febru- 
aiy  1975,  iB;  "Paintings  from  the  Thomas  Hart  Benton  Bequest," 
Gallery  Events  (William  Rocldiill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts),  March  1976,  unpaginated;  Karal  Ann 
Marling,  Tom  Benton  and  His  Drawings:  A  Biographical  Essay  and 
a  Collection  of  His  Sketches,  Studies,  and  Mural  Cartoons  (Colum- 
bia: University  of  Missouri  Press,  1985),  187,  194-95,  223. 


August  Benziger  (1867-1955) 
facob  Leander  Loose,  1913 

Oil  on  canvas 

59%  X  39%  in.  (151.5  X  101.3  cm) 

Signed  lower  right:  A  Benziger;  inscribed  on  verso  lower  left:  Jacob  L. 
Loose  /  bom  June  17"'  1850  at  Greencastle,  Pa.  /  Pciinted  by  A.  Benziger  / 
August  1913  at  Brunnen  /  Switzerland 
Bequest  of  Ella  C.  Loose,  45-70/83 
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Technical  Notes 

Benziger  probably  applied  the  thin,  opaque,  off-white  ground  to 
the  fine,  lightweight,  tightly  woven,  plain-weave  canvas.  There 
is  a  dark  bro\\ai  wash  present  beneath  the  background  and  the 
body  of  the  sitter.  Benziger  appears  to  have  defined  the  jacket  and 
pants  with  loose  black  paint  strokes.  The  portrait  is  thinly  painted; 
however,  moderate  impasto  and  texture  are  present  on  the  face, 
hands,  and  chair,  wdth  prominent  brushwork  o\'erall.  Stretcher 
cracks,  several  feather  cracks,  and  localized  mechanical  cracks 
have  developed,  and  fine  traction  cracks  are  located  in  the  dark 
background.  Corner  draws  and  slight  undulating  can\'as  distortions 
have  formed.  One  small  area  of  paint  loss  appears  on  the  legs  of 
the  figure,  a  scratch  in  the  varnish  is  e\'ident  on  the  proper  left 
shoulder,  and  a  few  tiny  white  accretions  appear  on  the  bottom 
left  corner  The  varnish,  which  is  probably  synthetic,  is  unsaturated 
and  uneven. 

Provenance 

To  the  sitter,  1913;  to  Ella  C.  Loose  (wife  of  the  sitter),  1923;  to 
NAMA,  1945. 

Reference 

August  Benziger,  Portraits  of  Great  Men  and  Women  of  Our  Time 
(New  York:  Wynkoop,  Hallenbeck,  and  Crawford,  1917),  44. 


Leonid  Berman  (i896-1976) 
Port  Jefferson,  1949  "i* 

Oil  on  canvas 

36'4  X  50KS  in.  (92.1  x  127.3 

Signed  and  dated  lower  riglit:  Leonid.  49.;  inscribed  on  verso  top  center: 
Port  Jefferson  /  (Long  Island)  /  Port  Jefferson  /  (L.I.)  /  Leonid  /  1949  / 
50  X  36  inches 

Gift  of  William  T.  Kemper  Jr  through  the  Friends  of  Art,  49-81 

Technical  Notes 

The  tightly  woven,  medium-weight,  plain-weave  canvas  is  unlined. 
The  tacking  margins  are  intact  and  the  stretcher  appears  to  be 


original.  The  opaque,  off-white  ground  was  probably  commercially 
applied.  An  overall  underdrawing  was  not  detected  using  infrared 
reflectography;  however,  Berman  drew  one  graphite  line  at  the  top 
edge  to  create  a  straight  horizon  line.  The  consistency  of  the  paint 
is  thin,  fluid,  and  medium-rich.  The  paint  surface  is  smooth  over- 
all, and  the  canvas  texture  is  pronounced.  In  the  water,  Berman 
blended  his  brushstrokes  slightly,  and  he  used  a  fine  brush  to  ren- 
der the  thin  lines  at  the  edge  of  the  bank,  the  tiny  figures  in  the 
distance,  and  the  outline  of  the  central  figure.  He  applied  quick, 
diy  paint  strokes  to  create  grass  and  waves.  Pentimenti  reveal  that 
Berman  made  a  sfight  adjustment  to  the  cuivature  of  the  embank- 
ment, reduced  the  height  of  the  bank  on  the  left  side  of  the  figure, 
and  ovei"painted  some  dark  ripples  of  the  water  abo\'e  the  figure's 
head.  While  the  paint  was  wet,  a  vertical  impression  was  created  in 
the  upper  left  quadrant.  The  varnish,  which  is  probably  a  natural 
resin,  appears  to  be  slightly  yellowed  and  has  a  moderately  high 
sheen. 

Provenance 

To  (Durlacher  Bros.,  New  York,  1949);  to  William  T.  Kemper  Jr., 
Kansas  City,  Mo.,  1949;  to  NAMA,  1949. 

Related  Works 

Study  for  "Port  Jefferson  "  1949,  graphite  on  paper,  iiWw  x 
171^16  in.  (29.9  X  45.2  cm),  Nelson-Atkins  Museum  of  Art,  Kan- 
sas City,  Mo.;  Studij  for  "Port  Jefferson,"  1949,  graphite  on  paper, 
ii'yi6  X  in.  (30  X  45.2  cm),  Nelson-Atkins  Museum  of  Art, 

Kansas  City,  Mo. 

Exhibitions 

Durlacher  Bros.,  New  York,  Leonid,  3-28  Januaiy  1950,  no.  15; 
William  Rocldiill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Tlie  Friends  of  Art'  in  Retrospect, 
December  1953,  no  cat.;  Center  for  Continuing  Education,  Michi- 
gan State  University,  Benton  Harbor,  Fine  Arts  Festival,  13  April- 
10  May  1961,  no  cat.;  New  York  Cultural  Center,  in  association 
with  Fairleigh  Dickinson  University,  New  York,  Leonid  and  His 
Friends:  Tchelitchew,  Berman,  Berard,  27  September-io  Novem- 
ber 1974,  no.  15. 

References 

Leonid,  exli.  pamphlet  (New  York:  Durlacher  Bros.,  1949),  unpagi- 
nated;  BeUe  Krasne,  "Wordless  Lyrics  Composed  by  Leonid,"  Art 
Digest  24  (1  Januaiy  1950),  17;  "Paintings  in  Newly  Opened  One- 
Man  Shows,"  Netv  York  Times,  8  Januaiy  1950,  90;  Stuart  Preston, 
"Landscape  Contrasts:  Leonid  and  Carl  Gaertner — Other  Attrac- 
tions," Neia  York  Times,  8  Januaiy  1950,  90;  "Art:  Spacemaker," 
Time,  23  Januaiy  1950,  30;  D.  S.,  "Re\dews  and  Prexdews:  Leonid," 
Art  News  48  (January  1950),  43;  "'Port  Jefferson,'  a  Seascape  by 
Leonid,  Added  to  Galleiy,"  Krmsas  City  Star,  17  Februaiy  1950,  17; 
"Art  Friends  Pay  $4,500;  a  Canvas  by  Georges  Rouault  Is  Selected; 
Patrons  Choose  'Duo'  for  the  Permanent  Contemporaiy  Collec- 
tion of  the  Nelson  Galleiy,"  Kansas  City  Times,  9  December  1950, 
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4;  "Friends  of  Art,"  Gallenj  News  (William  Rockhill  Nelson  Gal- 
leiy  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts)  17  (February 
1951),  unpaginated;  "The  Home  Forum,"  Christian  Science  Moni- 
tor, 19  May  1951,  8;  Winifred  Shields,  "Traditional  New  England 
Scenes  Attract  Artists  Year  after  Year,"  Kansas  City  Star,  15  August 
1952,  20;  NAMA  1959,  150,  256;  NAMA  1973,  204,  253;  Robert 
Pincus-Witten,  "Michael  Hurson,  'Projects,'  the  Museum  of  Mod- 
ern Art;  'Leonid  and  His  Friends:  Tclielitchew,  Berman,  Berard,' 
tlie  New  York  Cultural  Center;  Herb  Aach,  Martha  Jackson  Gal- 
lery," Arifonun  13  (December  1974),  78;  Leonid  and  His  Friends: 
Tchelitchew,  Berman,  Berard,  exh.  cat.  (New  York:  New  York  Cul- 
tural Center,  in  association  with  Fairleigh  Dickinson  University, 
1974),  33,  53;  Gerrit  Henry,  "'Leonid  and  His  Friends'  at  the  New 
York  Cultural  Center,"  Ai-t  in  America  63  (July-August  1975),  108; 
Nicholas  S.  Pickard,  "The  Friends  of  Art  of  the  Nelson  Galleiy- 
Atkins  Museum:  A  Histoiy,"  typescript,  1981,  Spencer  Art  Ref- 
erence Libraiy,  Nelson-Atldns  Museum  of  Art,  B7;  NAMA  1991, 
178-79. 


Leonid  Berman  (1896-1976) 
Angling  at  Tiba,  1956 

Oil  on  canva.s 

25'/i6  X  15V8  in.  (63.7  X  38.4  cm) 

Inscribed  on  verso:  Angling  at  Tiba  /  (Japan)  /  Leonid  /  56  /  25  x  15 
Bequest  of  Thelma  W.  Frick,  F99-30/2 

Technical  Notes 

The  tightly  woven,  medium-weight,  plain-weave  canvas  has  numer- 
ous slubs  and  irregularities  and  is  unlined.  The  stretcher  is  origi- 
nal and  the  tacking  margins  are  intact.  Berman  appears  to  have 
applied  a  thin  overall  layer  of  opaque,  gray-blue  paint  over  the 


commercially  applied,  opaque,  off-white  ground.  No  underdrawng 
is  apparent  under  visible  light.  The  canvas  is  thinly  painted  overall 
\mth  visible  canvas  texture;  however,  the  lower  half  of  the  paint- 
ing contains  thicker  paint  with  some  moderate  impasto,  incised 
paint,  and  stippled  textures.  Berman  darkened  the  sky  slightly  with 
a  second  layer  of  blue  paint,  and  the  lighter  blue  tone  underneath 
remains  visible  near  the  anglers.  The  painting  is  in  excellent  condi- 
tion. The  painting  appears  to  be  unvarnished,  and  no  retouch  was 
evident  under  ultraviolet  light. 

Provenance 

To  (Durlacher  Bros.,  New  York);  to  Fred  C.  and  Thelma  W.  Frick, 
Kansas  City,  Mo.;  to  Thelma  W.  Frick,  Kansas  City,  Mo.;  to  estate 
of  Thelma  W.  Frick,  Kansas  City,  Mo.,  1999;  to  NAMA,  1999. 


Albert  Bierstadt  (1830-1902) 

Farallon  Islands,  Pacific  Ocean,  California,  1872 

Oil  on  paperboard,  mounted  on  chipboard 
13%  x  19  in.  (34.9  X  48.3  cm) 
Signed  lower  right:  ABierstadt 
Gift  of  JoZach  Miller  IV,  F92-11 

Technical  Notes 

The  thin,  laminated  paperboard  has  been  mounted  to  a  chipboard 
panel,  which  has  become  slightly  convex.  Tack  holes  are  present 
along  all  but  the  left  edge.  Bierstadt  applied  the  thin,  opaque,  off- 
white  ground.  No  underdrawng  is  apparent  under  visible  light. 
The  artist  appears  to  have  undei-painted  the  foreground  wnth  a 
dark  brown  paint  before  rendering  the  overlying  composition  with 
layers  of  opaque  paint.  The  sky  and  distant  mountains  are  well 
blended.  The  foreground  is  loosely  painted  with  thick,  pastelike 
paint,  resulting  in  a  low  impasto.  Bierstadt  used  a  fine  brush  to 
execute  foreground  details.  A  dark  shape  is  visible  near  the  center 
of  the  horizon  line  and  may  be  the  result  of  a  change  to  the  moun- 
tains. Small  areas  of  discolored  retouch  are  scattered  throughout. 
A  small,  previously  repaired  tear  is  located  at  tlie  top  edge.  A  small. 
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convex  bulge  has  formed  in  the  lower  right  quadrant,  caused  by 
delamination  of  the  paperboard  and  chipboard.  During  treatment 
in  1992,  Museum  conseivation  staff  removed  dirt,  grime,  and  a 
discolored  natural  resin  varnish.  The  current  varnish  is  synthetic 
and  has  a  moderately  high  sheen. 

Provenance 

Col.  JoZach  Miller  III,  c.  1930;  to  JoZach  Miller  IV,  Oyster  Bay 
N.Y.,  by  descent;  to  NAMA,  1992. 

Exhibition 

WiUiam  Rockliill  Nelson  Gallery  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Century  American 
Painting,  17  Februai-y-31  March  1974,  no  cat. 

Reference 
NAMA  1991,  104-5. 


Albert  Bierstadt  (1830-1902) 
Falls  ofYosemite,  c.  1880s 

Oil  on  paper,  mounted  on  canvas 
3i'/s  X  22 '/s  in.  (79.1  X  56.2  cm) 
Signed  lower  left:  ABierstadt 

Gift  from  the  collection  of  Julia  and  Humbeit  Tinsman,  F99-24/3 

Technical  Notes 

The  paper  support  has  been  mounted  to  a  tightly  woven,  plain- 
weave  canvas,  probably  with  a  glue-based  adhesive.  Bierstadt 
apphed  the  thin,  opaque,  bright  white  ground.  No  underdrawing 
is  evident  under  visible  light.  Bierstadt  applied  an  imprimatura  of 
sHghtly  transparent,  fluid  brown  paint  that  remains  visible  in  the 


mountain  at  the  upper  right  and  in  the  foreground  at  the  bottom 
left.  He  appears  to  have  then  stippled  a  dark  brown  paint  above 
the  imprimatura  to  produce  an  underlying  texture.  He  added 
opaque,  loose  brushstrokes  above  these  layers  to  further  define 
the  landscape  and  carefully  used  thin,  fluid  paint  to  define  the 
trunks  and  spikey  limbs  of  the  trees.  Finally,  Bierstadt  scumbled 
opaque,  light  gray  paint  over  the  dark  brown  trees  and  rocks  to 
give  the  appearance  of  mist  at  the  base  of  the  falls.  Cracks  in  the 
paper  have  formed  at  each  corner,  and  the  paper  is  lifting  away 
from  the  canvas,  particularly  the  bottom  right  and  top  right  cor- 
ners. Two  small,  previously  mended  tears  are  evident  in  the  center 
and  on  the  top  left  edge.  Several  scratches  in  the  paint  are  present 
throughout,  and  a  short  gouge  in  the  paint  is  found  in  the  upper 
right  quadrant.  Discolored  retouch  is  particularly  noticeable  on  the 
top  edge.  The  natural  resin  varnish  has  become  dark,  discolored, 
and  unsaturated. 

Provenance 

(Findlay  Art  Galleries,  Kansas  City,  Mo.);  to  Mrs.  James  E.  Chan- 
dler; to  Juha  Chandler  Tinsman,  by  descent;  to  NAMA,  1999. 

Exhibition 

Wilham  Rockliifl  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Century  American 
Painting,  17  Februaiy-31  March  1974,  no  cat. 

References 

Donald  Hoffmann,  "The  Truth'  in  American  Art,"  Kansas  City 
Star,  24  February  1974,  4E;  "Museum  Receives  19th-  and  20th- 
Centuiy  American  Works,"  Calendar  of  Events  (Nelson-Atkins 
Museum  of  Art),  May  2000,  1. 
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George  Caleb  Bingham  (1811-1879) 
Miss  Vestine  PoHer,  c.  1849 

{Portrait  of  Mrs.  J.  E.  Guinotte's  Mother;  Vestine  Porter 
[Stark]) 

Oil  on  canvas 

24^8  X  20^4  in.  (61.3  X  51.4  cm) 
Bequest  of  Maude  Stark  Guinotte,  55-1 

Technical  Notes 

The  finely  woven,  medium-weight,  plain-weave  canvas  has  numer- 
ous slubs  and  irregularities.  It  is  weak  and  brittle  and  was  lined  to 
an  additional  fabric  with  glue-based  adhesive.  The  original  tacking 
margins  are  intact,  confirming  that  the  dimensions  are  original. 
Bingham  applied  a  thin,  opaque,  beige  ground  to  the  canvas,  over 
which  he  appears  to  have  added  a  purple-brown  imprimatura. 
Infrared  reflectography  reveals  a  few  faint  pencil  fines  beneath  the 
subject's  face.  To  create  the  background,  Bingham  blended  thin, 
opaque  layers  of  paint  wet  into  wet,  adding  thin  brown  paint  at  the 
comers  to  estabfish  the  oval  composition.  The  texture  of  the  canvas 
is  prominent  in  the  thinly  painted  face,  where  Bingham  applied 
opaque  flesh  tones,  highlights  with  some  visible  brushwork,  and 
red-brown  transparent  glazes.  A  fine  wrinkling  of  the  paint  layer  is 
evident  in  the  white  paint  strokes  of  the  dress.  Mechanical  cracks 
are  noticeable  overall.  Impact  cracks  are  located  in  the  upper  left 
corner  and  in  the  lower  center.  A  discolored  strip  of  matte  blue 
overpaint  is  present  along  the  upper  edge  of  the  oval,  and  there 
are  a  few  small  areas  of  retouch  on  the  figure.  The  painting  has 
darkened  and  yellowed,  except  for  the  paint  layer  protected  by  the 
oval  finer,  which  is  bright  and  in  good  condition.  A  diying  oil  may 
have  been  appfied  to  the  paint  surface  while  the  painting  was  in  the 
frame.  The  surface  is  coated  with  a  thin,  uneven  layer  of  synthetic 
resin  varnish,  which  has  a  satin  sheen. 


Provenance 

Vestine  Porter  Stark  (the  sitter);  to  Maude  Stark  Guinotte  (daugh- 
ter of  the  sitter),  Kansas  City,  Mo.,  by  descent;  to  Karleen  Guinotte 
Wise  (granddaughter  of  the  sitter),  Kansas  City,  Mo.,  by  descent; 
to  NAMA,  1955. 

Exhibitions 

Missouri  Valley  Historical  Society,  Kansas  City,  March-April  1914, 
no.  11  (as  Ponrait  of  Mrs.  J.  E.  Guinotte's  Mother);  Wilfiam  RockliiU 
Nelson  GaUeiy  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  American  Ancestor  Portraits,  4  April-3  May  1953, 
no  cat.  (as  Vestine  Porter  [Stark]);  Wilfiam  RockliiU  Nelson  Gallery 
of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
George  Caleb  Bingham:  Sesquicentennial  Exhibition,  i8ii-iq6i, 
16  March-30  April  1961  (traveled),  no.  11  (as  Portrait  of  Vestine 
Poner  [Stark]). 

References 

NAMA  1959,  255  (as  Vestine  Porter  Clark);  "George  Caleb  Bing- 
ham: Sesquicentennial  Exliibition,  1811-1961,"  Bulletin  (William 
RockliiU  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts)  3  (1961),  16  (as  Portrait  of  Vestine  Porter  [Stark]);  E.  Maurice 
Bloch,  George  Caleb  Bingham:  A  Catalogue  Raisonne  (Berkeley 
and  Los  Angeles:  Universit)^  of  California  Press,  1967),  74;  E. 
Maurice  Bloch,  George  Caleb  Bingham:  The  Evolution  of  an  Artist 
(Berkeley  and  Los  Angeles:  University  of  Cafifornia  Press,  1967), 
190,  212,  337;  NAMA  1973,  250  (as  Vestine  Porter  Clark);  National 
Society  of  the  Colonial  Dames  in  America,  Missouri,  Portraits  in 
Missouri:  Painted  before  i860  (n.p.:  National  Society  of  the  Colo- 
nial Dames  in  America,  1974),  unpaginated  (as  Vestine  Porter 
Stark);  E.  Maurice  Bloch,  The  Paintings  of  George  Caleb  Bingham: 
A  Catalogue  Raisonne  (Columbia:  University  of  Missouri  Press, 
1986),  79,  187-88;  NAMA  1993b,  75  (as  Portrait  of  Vestine  Porter 
Stark). 
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George  Caleb  Bingham  (1811-1879) 

Fishing  on  the  Mississippi,  1851  -f 
{Fishing  on  the  Missouri) 

Oil  on  canvas 

2,8%  X  36  in.  (73  X  91.4  cm) 

Signed  and  dated  lower  left:  G.  C.  Bingham  /  1851 

Purchase:  Nelson  Trust,  33-4/4 

Technical  Notes 

The  coarse,  tightly  woven,  medium-weight  canvas  was  hned  using 
a  wax-based  adliesive.  It  is  covered  with  a  thin,  opaque,  off-white 
ground.  Infrared  reflectography  reveals  that  Bingham  carefully 
drew  the  figures  in  ink  using  a  fine  brush  and  quickly  sketched  the 
rocks,  water,  and  distant  barge  in  graphite.  A  graphite  sketch  of 
three  figures  standing  on  a  barge  can  be  seen  in  the  shadow  of  the 
existing  barge.  Another  graphite  line  and  the  surface  texture  of  the 
paint  reveal  that  Bingham  repositioned  the  extended  fishing  pole 
sfightly.  After  applying  a  gray  and  brown  undei-painting  beneath 
the  sky  and  water,  he  rendered  the  painting  with  layers  of  thin, 
fluid,  medium -rich  paint,  applying  warm  red  glazes  to  the  shadows. 
The  surface  texture  is  smooth  overall  with  some  low  impasto  in  the 
highhghts  and  foreground  details.  The  paint  surface  has  an  over- 
all fine  craquelure,  diagonal  cracks  in  the  corners,  and  stretcher 
cracks.  Abrasion  is  prominent  in  the  lower  right  quadrant  and  is 
also  evident  in  the  gray  clouds.  The  fining  technique  has  slightly 
flattened  the  paint  and  enhanced  the  canvas  weave.  Minor  areas 
of  discolored  retouch  are  located  throughout.  The  natural  resin 
varnish  has  darkened  and  discolored  over  time  and  has  a  moder- 
ately high  sheen. 

Provenance 

To  American  Art-Union,  New  York,  1851;  to  James  C.  McGuire, 
Washington,  D.C.,  1852;  B.  de  Forest,  by  1933;  to  (Newhouse  Gal- 
leries, New  York,  1933);  to  NAMA,  1933. 


Related  Works 

Fisherman  (recto  and  verso),  c.  1851,  india  ink,  wash,  and  graphite 
on  paper,  14VH  x  iiVh  in.  (37.3  x  28.3  cm).  The  People  of  Missouri; 
Fisherman  Waiting  for  a  Bite,  c.  1851,  india  ink,  wash,  and  pencil 
on  paper,  9  x  11^4  in.  (22.9  x  28.6  cm),  The  People  of  Missouri. 

Exhibitions 

American  Art-Union,  New  York,  November-December  1851, 
no.  120;  Museum  of  Modern  Art,  New  York,  George  Caleb  Bing- 
ham: The  Missouri  Anist,  1811-187Q,  30  Januai-y-7  March  1935, 
no.  8  (as  Fishing  on  the  Missouri);  Whitney  Museum  of  Ameri- 
can Art,  New  York,  A  Century  of  American  Landscape  Painting, 
1800-igoo,  19  Januai-y-25  Februaiy  1938  (traveled),  no.  23; 
Musee  du  Jeu  de  Paume,  Paris,  Trois  Siecles  d'Ari  aux  Ftats-Unis, 
May-July  1938,  no.  ii;  Universit)/  Gafleiy,  University  of  Minne- 
sota, Minneapolis,  American  Painting:  lyth-iSth-igth-Centuries; 
Survey  of  Colonial  and  Provincial  Painting,  Februaiy-i  March 
1939,  no.  4;  Davenport  Municipal  GaUeiy,  Iowa,  First  Exhibi- 
tion: Art  and  Ariists  along  the  Mississippi,  4-30  April  1940, 
no.  8;  Baltimore  Museum  of  Art,  Romanticism  in  America;  or, 
an  Elegant  Exposition  of  Taste  and  Fashion  from  1812  to  1865, 
10  May-io  August  1940,  not  in  cat.;  Art  Gallery  of  Toronto,  An 
Exhibition  of  Great  Paintings  in  Aid  of  the  Canadian  Red  Cross, 
15  November-15  December  1940,  no.  76;  Museum  of  Fine  Arts, 
Boston,  Spori  in  American  Art,  10  October-io  December  1944, 
no.  15;  Detroit  Institute  of  Arts,  The  World  of  the  Romantic  Art- 
ist:  A  Survey  of  American  Culture  from  1800  to  187$,  28  Decem- 
ber 1944-28  January  1945,  no.  83;  Milwaukee  Art  Institute, 
Spoi-ts  and  Adventure  in  American  Art,  15  Februaiy-30  March 
1947,  no.  10;  Santa  Barbara  Museum  of  Art,  Gafif ,  Painting  in 
the  West,  August  1947,  no  cat.;  City  Art  Museum  of  St.  Louis, 
Mississippi  Panorama,  11  October-15  November  1949,  no.  16  (as 
Fishing  on  the  Missouri);  Joslyn  Art  Museum,  Omaha,  Neb.,  Life 
on  the  Prairie:  The  Ariist's  Record,  12  May-4  July  1954,  unnum- 
bered (as  Fishing  on  the  Missouri);  Pennsylvania  Academy  of  the 
Fine  Arts,  Philadelphia,  The  One  Hundred  and  Fiftieth  Anniver- 
sary Exhibition,  15  Januaiy-13  March  1955,  no.  55;  Kansas  State 
GoUege,  Manhattan,  Fine  Art.s  Festival,  28  April-8  May  1955, 
unnumbered;  Gincinnati  Art  Museum,  Rediscoveries  in  American 
Painting,  3  October-6  November  1955,  no.  4;  Fine  Arts  Gallery 
of  San  Diego,  War,  Peace,  and  Union,  7-30  October  i960,  no.  30; 
William  Rockhill  Nelson  Gallery  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  Gity,  Mo.,  George  Caleb  Bingham:  Sesqui- 
centennial  Exhibition,  i8ii-ig6i,  16  March-30  June  1961  (trav- 
eled), no.  13;  Atlanta  Art  Association  Galleries,  Landscape  into 
Art  ,  6-25  February  1962,  no.  32;  William  Rockhill  Nelson  Gallery 
of  Art  and  Mary  Atkins  Museum  of  Fine  Arts,  Kansas  Gity,  Mo., 
Nineteenth  Century  American  Painting,  17  Februaiy-31  March 
1974,  no  cat.;  Saint  Louis  Art  Museum,  Bingham's  Missouri, 
26  September  1975-11  Aprfl  1976  (traveled),  no  cat.;  Wilfiam 
Rockliill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts,  Kansas  Gity,  Mo.,  Kcdeidoscope  of  American  Painting:  Eigh- 
teenth and  Nineteenth  Centuries,  2  December  1977-22  January 
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1978,  no.  69;  Walker  Art  Center,  Minneapolis,  Tlie  River:  Images 
of  the  Mississippi,  3  October  1976-9  Januaiy  1977,  no.  13;  Nelson- 
Atkins  Museum  of  Art,  Kansas  Cit)',  Mo.,  Genre,  5  April-15  May 
1983,  no.  40A;  Saint  Louis  Art  Museum,  George  Caleb  Bingham, 
22.  Februaiy-30  September  1990  (traveled),  unnumbered;  State 
Historical  Societ)'  of  Missouri,  Columbia,  A  Ceiilennial  Salute  to 
George  Caleb  Bingham,  5  April-2  July  1998,  no.  11;  Nelson-Atkins 
Museum  of  Art,  Kansas  Cit)/,  Mo.,  Bingham  to  Benton:  The  Mid- 
west as  Muse,  5  Februaiy-31  July  2005,  no  cat. 

References 

Catalogue  of  Pictures  and  Other  Works  of  An,  the  Property  of  the 
American  Art-Union.  To  Be  Sold  at  Auction,  hij  David  Austen,  Jr 
at  the  Gallenj,  4Qy  Bnxuhcaij,  on  Wednesdaij,  die  i.sdi,  Thursday, 
the  16th,  and  Friday,  ihe  ijth,  December  1852.  At  11  O'Clock,  a.m.  , 
no.  53,  in  Supplementary  Bulletin  of  the  American  Art-Union, 
series  for  1851  (1  December  1852),  no.  lO;  "Sale  of  the  Art-Union 
Pictures,"  New  York  Tribune,  16  December  1852,  5;  "Sale  of  Pic- 
tures and  Other  Works  of  Art — Property  of  the  American  Art- 
Union,"  New  York  Times,  16  December  1852,  3;  "The  Art-Union 
Sale,"  Morning  Courier  and  New-York  Enquirer,  16  December 
1852,  2;  "American  Art-Union,"  New-York  Evening  Express, 
18  December  1852,  3;  "American  Art  Union,"  Neic  York  Times, 
18  December  1852,  6;  Fern  Helen  Rusk,  George  Caleb  Bingham: 
The  Missouri  Artist  (Jefferson  Cit)/,  Mo.:  Hugh  Stephens  Co., 
1917),  51,  122;  "Fishing  on  the  Mississippi  by  George  Caleb  Bing- 
ham, 1811-1879,"  ty-pescript,  after  1929,  NAMA  curatorial  files; 
"In  Galleiy  and  Studio,"  Kansas  City  Star,  18  March  1933,  4  (as 
Fishing  on  the  Mississippi  River);  "American  Painting,"  Art  Digest 
8  (1  December  1933),  17;  "The  Acquisitions,"  Art  Digest  8 
(1  December  1933),  21;  "The  WilUam  Rockhill  Nelson  Galleiy  of 
Art:  Complete  Catalogue  of  Paintings  and  DniwAngs,,"  Art  News  32 
(9  December  1933),  28;  NAMA  1933,  122,  136;  "'Fishing  on  die 
Mississippi'  hy  George  Caleb  Bingham  Acquired  for  Permanent 
Nelson  Collection,"  Kansas  City  Star,  11  Jime  1934,  6;  "In  Galleiy 
and  Studio,"  Kansas  City  Star,  22  March  1935,  Ei;  "In  Galleiy  and 
Studio,"  Kansas  City  Star,  12  July  1935,  8  (as  Fishing  on  the 
Missouri);  George  Caleb  Bingham:  The  Missouri  Artist,  1811- 
iSyg,  exh.  cat.  (New  York:  Museum  of  Modern  Art,  1935),  pi.  8  (as 
Fishing  on  the  Missouri);  "Art,"  Kansas  City  Star,  30  August  1936, 
loA;  "In  Galleiy  and  Studio,"  Kansas  City  Star,  4  Februaiy  1938, 
20;  "A  Centuiy  of  Landscape  Painting,"  Picttires  on  Exhibit  1  (Feb- 
ruaiy 1938),  9;  A  Century  of  American  La}\dscape  Painting,  1800- 
iQoo,  exh.  cat.  (New  York:  Whitney  Museum  ol  American  Art, 
1938),  26;  Trois  Siecles  dArt  aux  FAats-Unis,  exh.  cat.  (Paris:  Musee 
du  Jeu  de  Paume,  1938),  35;  Missouri  Historical  Review  33  (1938- 
39),  opp.  512;  "American  Landscape  Paintings,"  News  Flashes 
(William  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  5  (June  1939),  2;  "American  Group  ol  Landscapes 
at  Art  Galleiy,"  Kansas  City  Journal-Post,  23  July  1939,  14;  Ameri- 
can Painting:  iyth-i8th-igdi-Centuries;  Survey  of  Colonial  and 
Provincial  Painting  (Minneapofis:  University  Galleiy,  University  ol 
Minnesota,  1939),  36;  A  Century  of  American  Landscape  Painting, 


1800-igoo,  exh.  cat.  (Pittsburgh:  Carnegie  Listitute,  1939),  28; 
"]3avenport:  Art  along  the  Mississippi,"  in  "Art  throughout  Amer- 
ica," Art  Neiw  38  (20  April  1940),  18;  Berton  Roueche,  "Revival  of 
George  Caleb  Bingham,  The  Missouri  Artist'  Continues,"  Kcmsas 
City  Star,  26  April  1940,  Di;  Jane  Watson,  "News  and  Comment," 
Magazine  of  Art  33  (April  1940),  242;  "Baltimore  with  Art  and 
Drama  Explores  Romanticism  in  America,"  Art  Digest  14  (15  May 
1940),  5;  Albert  Christ-janer,  George  Caleb  Bingham  of  Missouri: 
The  Story  of  an  Artist  (New  York:  Dodd,  Mead  &  Company,  1940), 
55-57,  pi.  5  (as  Fishing  on  the  Missouri);  First  Exhibition:  Art  and 
Artists  along  d\e  Mississippi,  exh.  cat.  (Davenport,  Iowa:  Daven- 
port Municipal  Galleiy,  1940),  unpaginated;  A?i.  Exhibition  of  Great 
Paintings  in  Aid  of  the  Canadiai]  Pied  Cross,  e.xh.  cat.  (Toronto:  Art 
Galleiy  of  Toronto,  1940),  19,  27;  "Bingham's  'Fishing  on  the  Mis- 
sissippi,'" Kansas  City  Star,  4  May  1941,  14D;  Gallery  Events  (Wil- 
liam Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts)  8  (December  1941),  unpaginated;  NAMA  1941,  149, 
155,  166;  Edgar  P.  Richardson,  America)}  Romantic  Painting  (New 
York:  E.  Weyhe,  1944),  26;  Sport  in  American  Art,  exh.  cat.  (Bos- 
ton: Museum  of  Fine  Arts,  1944),  9;  Edgar  P.  Richardson,  "The 
World  of  the  Romantic  Artist:  Detroit  Re^dew,"  Art  News  43 
(15-31  Januan'  1945),  20;  Wolfgang  Born,  "Sources  of  American 
Romanticism,"  Antiques  48  (November  1945),  275,  276;  James 
Truslow  Adams,  ed..  Album  of  American  tlislory  (New  York: 
Charles  Scribner's  Sons,  1945),  363;  Edgar  P.  Richardson,  The 
World  of  Hie  Romantic  Artist:  A  Survey  of  American  Culture  from 
1800  to  i8y5,  exh.  cat.  (Detroit:  Detroit  Institute  of  Arts,  1945),  29, 
34;  "O!  The  Gallant  Fisher's  Life,"  Milwaukee  Journal,  18  May 
1947,  Roto  sec,  unpaginated;  Sports  and  Adventure  in  American 
Art:,  exh.  cat.  (Milwaukee:  Milwaukee  Art  Institute,  1947),  unpagi- 
nated; Winifred  Shields,  "A  Glance  back  to  G.  C.  Bingham  Shows 
Talent  of  State  Artist,"  Kansas  City  Star,  23  September  1949,  18 
(as  Fishing  on  the  Missouri);  NAMA  1949,  201;  Mississippi  Pan- 
orama, exh.  cat.,  rev.  ed.  (St.  Louis:  City  Art  Museum  of  St.  Louis, 
1950),  46,  60-61  (as  Fishing  on  the  Missouri);  Albert  Christ-Janer, 
"Artist  of  the  Missouri:  George  Caleb  Bingham,"  A;riencY//i  Heri- 
tage 1  (1950),  18-19  (as  Fisliing  on  the  Missouri);  "Special  Loan 
Exhibition  for  Centennial,"  Gallery  News  (William  Rockhill  Nel- 
son Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  16  (Sep- 
tember 1950),  unpaginated;  Maiy  Bartlett  Cowdrey,  Ainerican 
Academy  of  Fine  Arts  and  American  Art-Union  Exhibition  Piecord, 
1816-18^2  (New  York:  New- York  Historical  Society,  1953),  23; 
Life  on  the  Prairie:  The  Artist's  Record,  exh.  cat.  (Omaha,  Neb.: 
Joslyn  Art  Museum,  1954),  5;  Lew  Larkin,  Bingham:  Fighting  Art- 
ist (Kansas  City,  Mo.:  Burton  Publishing  Company,  1954),  87-89; 
"150  Years  of  the  Fine  Arts:  Penn.sylvania  School  Unfolded  US 
Talents,"  LIFE,  28  March  1955,  72;  The  One  Hundred  and  Fiftieth 
Anniversary  Exhibition,  exh.  cat.  (Philadelphia:  Pennsylvania 
Academy  of  the  Fine  Arts,  1955),  45,  46;  Fine  Arts  Festival,  exh. 
cat.  (Manhattan:  Kansas  State  College,  1955),  unpaginated;  Redis- 
coveries in  American  Paiiiting,  exh.  cat.  (Cincinnati:  Cincinnati  Art 
Museum,  1955),  16;  [olm  Francis  McDermott,  George  Caleb 
Bingham,  River  Portraitist  (Norman:  University  of  Oklahoma 
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Press,  1959),  3,  81-82,  181,  184,  229,  416;  NAMA  1959,  144,  255; 
War,  Peace,  and  Union,  exh.  cat.  (San  Diego:  Fine  Arts  Gallery  of 
San  Diego,  i960),  12;  "George  Caleb  Bingham:  Sesquicentennial 
Exhibition,  1811-1961,"  Bulletin  (William  Rockliill  Nelson  Gallery 
of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  3  (1961),  16;  Land- 
scape into  Art,  exli.  cat.  (Atlanta:  Atlanta  Art  Association,  1962), 
unpaginated;  John  McCoubrey,  American  Tradition  in  Painting 
(New  York:  George  Braziller,  1963),  33-34,  no.  30;  Lew  Larkin, 
"Art  World  Has  'Discovered'  Bingham  and  Many  of  His  Works 
Await  the  Finding,"  Kansas  City  Star,  11  June  1966,  16;  George 
Caleb  Bingham,  1811-1879,  exh.  cat.  (Washington,  D.G.:  National 
Collection  of  Fine  Arts  by  Smithsonian  Institution  Press,  1967),  91; 
E.  Maurice  Bloch,  George  Caleb  Bingham:  A  Catalogue  Raisonne 
(Berkeley  and  Los  Angeles:  University  of  California  Press,  1967), 
85-86,  no.  A221;  E.  Maurice  Bloch,  George  Caleb  Bingham:  The 
Evolution  of  an  Artist  (Berkeley  and  Los  Angeles:  University  of 
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Technical  Notes 

In  1954  Museum  consen^ation  staff  removed  the  original,  plain - 
weave  linen  support  and  transferred  the  paint  and  ground  layers 
to  a  tightly  woven,  medium-weight  linen  canvas  using  a  wax-based 
adhesive.  Infrared  reflectography  reveals  Bingham's  comprehen- 
sive graphite  underdra\\dng  over  an  opaque,  off-white  ground  and 
also  a  succession  of  changes  he  made  to  the  composition.  Bingham 
initially  included  a  large  building  with  trees  visible  above  its  roof 
in  the  center  background.  After  lowering  and  reducing  the  size 
of  this  building,  he  finally  relocated  it  to  the  right.  On  the  right, 
just  to  the  left  of  this  building,  a  thin  tree  surrounded  by  a  protec- 
tive wooden  fence  remains  faintly  visible  beneath  the  overl)dng 
paint.  Bingham  painted  over  a  figure  walking  toward  the  build- 
ins  on  the  rieht  and  changed  the  line  of  trees  above  the  horse 
three  times.  He  also  shortened  the  upper  windows,  extended  the 
top  of  the  door  of  the  building  on  the  left,  and  raised  the  proper 
left  shoe  of  the  young  man  on  the  right.  He  applied  a  dark  brown 
underpainting  beneath  the  sl<y  and  a  thin  wash  of  red-brown  paint 
beneath  the  foreground  and  building  before  composing  the  scene 
with  thin  layers  of  opaque,  medium-rich  paint  and  ti-ansparent 
glazes.  He  emphasized  the  lower  windows  by  outlining  them  in 
graphite,  which  he  applied  on  top  of  the  paint  layer  using  a  ruler. 
A  fine  craquelure  pattern  is  apparent  overall,  and  the  canvas  weave 
is  somewhat  pronounced  owing  to  the  transfer-lining  technique. 
The  paint  has  become  increasingly  transparent.  Pinpoint  losses 
are  found  overall  and  have  been  retouched.  A  layer  of  synthetic 
varnish,  earlier  applied  by  Museum  consen/ation  staff,  was  supple- 
mented with  a  thin,  saturating  application  of  mastic  resin  in  1999. 

Provenance 

To  Goupil  &  Co.,  New  York,  by  March  1851;  Annie  Kellogg 
Mclntyre,  Philadelphia  and  Orlando,  Fla.,  by  1943;  to  Dr.  Ekyn 
Evans,  Winter  Park,  Fla.,  1943;  to  NAMA,  1954. 

Related  Works 

Countrij  Politician  (recto  and  verso),  c.  1849,  graphite  on  paper, 
20%  X  16  in.  (52.7  X  40.6  cm).  The  People  of  Missouri; Old 
Landlord  (recto  and  verso),  c.  1849,  graphite  on  paper,  20%  x 
16  in.  (52.7  X  40.6  cm).  The  People  of  Missouri;  Potential  Voter 
(recto  and  verso),  c.  1851,  graphite  on  paper,  20%  x  16  in.  (52.7  x 
40.6  cm),  The  People  of  Missouri;  Claude  Regnier  after  George 
Caleb  Biirgham,  Canvassing  for  a  Vote,  1853,  hand-colored  litho- 
graph, i4'/2  X  i8'/2in.  (36.8  X  47  cm),  Nelson-Atldns  Museum  of 
Art,  Kansas  City,  Mo. 

EXHIRITIONS 

Cincinnati  Art  Museum,  Rediscoveries  in  America )\  Painting, 
3  October-6  November  1955,  no.  i;  William  Rocldiill  Nelson  Gal- 
leiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City, 
Mo.,  George  Caleb  Bingham:  Sescjuicentennial  Exhibition,  1811- 
ig6i,  16  March-30  June  1961  (traveled),  no.  16;  Hall  of  Presidents, 
Federal  Pavilion,  New  York  Worlds  Fair,  22  April-18  October  1964 
and  21  April-17  October  1965,  no  cat.;  Kalamazoo  Art  Center, 


Mich.,  Paintings  by  American  Masters:  Fifth  Anniversary  Exhibition, 
14  September-19  October  1966,  unnumbered;  National  Collection 
of  Fine  Arts,  Washington,  D.C.,  George  Caleb  Bingham,  iSii-iSyg, 
19  October  1967-19  May  1968  (traveled),  no.  26;  Dallas  Museum  of 
Fine  Arts,  The  Romantic  Vision  in  America,  9  October-28  Novem- 
ber 1971,  no.  34;  Whitney  Museum  of  American  Art,  New  York,  The 
Painters'  America:  Rural  and  Urban  Life,  1810-igio,  20  September- 
10  November  1974,  no.  9;  Saint  Louis  Art  Museum,  Bingham's  Mis- 
souri, 26  September  1975-11  April  1976  (traveled),  no  cat.;  Nelson- 
Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Genre,  5  April-15  May 
1983,  no.  40B;  Anion  Carter  Museum,  Fort  Worth,  and  Buffalo  Bill 
Historical  Center,  Cody  Wyo.,  American  Frontier  Life:  Early  Western 
Painting  and  Prints,  12  June  1987-22  April  1988  (traveled),  no.  24; 
Saint  Louis  Art  Museum,  George  Caleb  Bingham,  22  Februaiy- 
30  September  1990  (traveled),  unnumbered;  National  Museum  of 
American  Art,  Washington,  D.C.,  The  West  as  America:  Reinterpret- 
ing Images  of  the  Frontier,  1820-1Q20,  15  March-7  July  1991,  no. 
160;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to 
Benton:  The  Midwest  as  Muse,  5  Februaiy-31  July  2005,  no  cat. 
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Baker,  "Why  Western  Art  Show  Drives  Some  Folks  Wild,"  San  Fran- 
cisco Chronicle,  4  JuK'  1991,  E4;  Maiy  Pickett,  "Rewriting  Western 
liistoiy"  Billings  (Mont.)  Gazette,  28  July  1991,  unpaginated;  Scott 
Casper,  "Politics,  Art,  and  the  Contradictions  of  a  Market  Culture," 
American  Aii'  5  (Summer  1991),  33,  35;  Constilnlion  3  (Fall  1991), 
1,  cover;  Stephen  May,  "The  West  as  America,"  Southwest  Art  21 
(October  1991),  106;  NAMA  1991,  67;  Nancy  Rash,  The  Painting 
and  Politics  of  George  Caleb  Bingham  (New  Haven:  Yale  Universit)/ 
Press,  1991),  124-27,  cover;  William  H.  Truettner,  ed.,  The  West  as 
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America:  Reinterpreting  Images  of  the  Frontier,  i820-ig20,  exli.  cat. 
(Washington,  D.C.:  Smithsonian  Institution  Press,  1991),  193-95; 
Tom  Benton's  Missouri  ami  George  Caleb  Bingham,  videocassette, 
produced  and  directed  by  David  McAllister  (University  of  Missouri, 
RoUa,  1991);  CuUoni  Davis,  "Abraliam  Lincoln,  Esq.:  The  Symbiosis 
of  Law  and  Politics,"  in  Abraham  Lincoln  and  the  Political  Process, 
ed.  George  Painter  and  Linda  Norbut  Suits  (Springfield,  111.:  Lincoln 
Home  National  Historic  Site  and  Eastern  National  Park  and  Monu- 
ment Association,  1992),  31;  Timothy  W.  Luke,  Shows  of  Force: 
Power,  Politics,  ami  Ideology  in  Art  Exhibitions  (Durham,  N.C.: 
Duke  University  Press,  1992),  21;  NAMA  1993a,  228,  234;  NAMA 
1993b,  75;  Michael  Edward  Shapiro,  George  Caleb  Bingham,  exli. 
cat.  (New  York:  Harry  N.  Abrams,  in  association  with  National 
Museum  of  American  Art,  Smithsonian  Institution,  1993),  26,  44, 
81-83,  92,  147;  In  Search  of  the  Oregon  Trail,  videocassette,  pro- 
duced and  directed  by  Michael  Farrell  (Nebraska  ETV  and  Oregon 
Public  Broadcasting,  1996);  Glenn  Altschuler  and  Stuart  Blumin, 
'"Where  Is  the  Real  America?':  Politics  and  Popular  Consciousness 
in  the  Antebellum  Era,"  American  Quarterly  49  (June  1997),  242; 
Ahce  Thorson,  "Life  Imitates  Art,"  Kansas  City  Star,  11  October 
1997,  E6;  Gail  E.  Husch,  "George  Galeb  Bingham's  The  County 
Election:  Whig  Tribute  to  the  Will  of  the  People,"  in  Critical  Issues 
in  American  Art,  ed.  Mary  Ann  Galo  (Boulder,  Colo.:  Westview 
Press,  1998),  88n4,  9oni9;  A  Centennial  Salute  to  George  Caleb 
Bingham,  exli.  cat.  (Columbia:  State  Historical  Society  of  Missouri, 
1998),  2;  John  Wilmerding,  Compass  ami  Clock:  Defining  Moments 
in  American  Culture  (New  York:  Hany  N.  Abrams,  1999),  121;  Jona- 
dian  Weinberg,  "The  Artist  and  the  Politician,"  Art  in  America  88 
(October  2000),  141;  Ron  Tyler,  "Art  for  the  Masses:  Prints  and  Pho- 
tographs of  Early  St.  Louis:  The  Prints  of  George  Caleb  Bingham," 
in  St.  Louis  and  the  Art  of  the  Frontier,  ed.  John  Neal  Hoover 
(St.  Louis:  St.  Louis  Mercantile  Library  at  the  University  of 
Missouri-St.  Louis,  2000),  75;  Susan  P.  Schoelwer,  "Introduction: 
Rediscovering  die  Public  Art  of  Early  American  Inn  Signs,"  in 
Lions  and  Eagles  and  Bulls:  Early  American  Tavern  ami  Inn  Signs 
(Hartford:  Connecticut  Historical  Society,  2000),  7-8;  Richard  L. 
Archey,  "Politics  in  Art:  The  Example  of  the  American  Frontier  Art- 
ist George  Caleb  Bingham,"  M.A.  thesis,  California  State  University, 
Doniinguez  Hills,  2001,  79-83;  The  Story  We  Tell,  videocassette, 
produced  and  directed  by  California  Newsreel,  in  association  \wth 
the  Independent  Television  Seivice  (San  Francisco  Public  Broad- 
casting Service,  2003);  Margaret  G.  Conrads,  "Bingham  to  Benton: 
The  Midwest  as  Muse,"  American  Art  Review  17  (January- 
Februaiy  2005),  152-53;  Kathleen  Luhrs,  "Calendar:  The  Arts 
Here  and  Abroad — a  Compendium  of  Exhibitions,  Symposiums, 
and  Lectures,"  Antiques  167  (Februaiy  2005),  48;  Paul  G.  Nagel, 
George  Caleb  Bingham:  Missouri's  Famed  Painter  and  Forgot- 
ten Politician  (Columbia:  University  of  Missouri  Press,  2005), 
125-26,  133. 


George  Caleb  Bingham  (18I1-I879) 

Miss  Sally  Cochran  McGraw,  c.  1855 

{Sally  Cochran  McGraw  [Reid];  Porirait  of  Sally  Reid) 

Oil  on  canvas 

29%  X  24%  in.  (75.9  X  62.9  cm) 
Gift  of  Mrs.  Frederic  James,  F86-47 

Technical  Notes 

The  lightweight,  tightly  woven,  plain-weave  canvas  has  been  fined 
using  a  wax-based  adhesive.  The  tacking  edges  have  been  removed, 
and  stretcher  cracks  indicate  that  the  width  of  the  painting  has 
been  reduced.  The  canvas  is  covered  v^th  a  thin,  opaque,  off-white 
ground.  Although  no  overall  iniprimatura  layer  is  evident,  Bing- 
ham appears  to  have  applied  pui-ple  and  light  gray  underpainting 
beneath  the  dress.  Infrared  reflectograpliy  reveals  a  few  graphite 
fines  beneath  the  nose,  eyes,  and  chin,  hatching  lines  marking  the 
shadows,  and  loose,  quickly  drawi  fines  beneath  the  proper  left 
shoulder  and  lace  cuff.  Bingham's  underdrawing  shows  that  he 
made  sfight  changes  in  paint  to  the  drapeiy  at  left  and  repositioned 
the  hair  ribbon.  He  painted  the  portrait  with  layers  of  thin,  fluid, 
medium-rich  paint.  A  fine  craquelure  pattern  with  some  sfight 
cupping  is  present  throughout.  There  is  an  overall  flattening  of  the 
paint,  irregular  surface  texture,  and  enhancement  of  the  canvas 
weave  due  to  the  fining  technique,  and  the  paint  is  abraded  in 
several  locations.  Two  previously  repaired  tears  are  apparent  under 
raking  fight.  Under  ultraviolet  radiation,  extensive  retouch  can  be 
seen  above  and  below  the  varnish  layer.  The  green  and  red  o\'al 
perimeter  appears  to  be  oveqiainted,  and,  under  magnification,  a 
small  amount  of  dark  brown  paint  and  off-white  ground  are  appar- 
ent at  the  upper  left  edge,  suggesting  that  this  area  may  have  been 
dark  brown.  The  sfightly  discolored  varnish,  which  has  an  uneven, 
moderately  high  sheen,  may  consist  of  layers  of  both  natural  resin 
and  synthetic  resin  varnish. 
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Provenance 

The  family  of  the  sitter;  to  Mrs.  Frederic  James  (great- 
granddaughter  of  the  sitter),  by  descent;  to  NAMA,  1986. 

Exhibitions 

William  Rockliill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  American  Ancestor  Portraits, 
4  April-3  May  1953,  no  cat.  (as  Sally  Cochran  McGraw  [Reid]); 
WiUiam  Rockhill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  George  Caleb  Bingham:  Sesquicen- 
tennial  Exhibition,  i8ii-ig6i,  16  March-30  April  1961  (traveled), 
no.  44  (as  Portrait  of  Sally  Reid). 

References 

Ross  E.  Taggart,  "'Canvassing  for  a  Vote'  and  Some  Unpublished 
Portraits  by  Bingham,"  Art  Quarterly  18  (Autumn  1955),  234, 
236,  237;  John  Francis  McDermott,  George  Caleb  Bingham: 
River  Portraitist  (Norman:  University  of  Oklahoma  Press,  1959), 
180,  428  (as  Sallie  Cochran  McGraw);  "George  Caleb  Bingham: 
Sesquicentennial  Exliibition,  1811-1961,"  Bulletin  (William  Rock- 
hill  Nelson  Gallery  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts)  3 
(1961),  10,  17  (as  Portrait  of  Sally  Reid);  E.  Maurice  Bloch,  George 
Caleb  Bingham:  A  Catalogue  Raisonne  (Berkeley  and  Los  Angeles: 
University  of  California  Press,  1967),  112-13;  E.  Maurice  Bloch, 
George  Caleb  Bingham:  The  Evolution  of  an  Ariist  (Berkeley  and 
Los  Angeles:  University  of  California  Press,  1967),  172,  208,  212; 
National  Society  of  the  Colonial  Dames  in  America,  Missouri, 
Portraits  in  Missouri:  Painted  before  i860  (n.p.:  National  Society 
of  the  Colonial  Dames  in  America,  1974),  unpaginated;  E.  Mau- 
rice Bloch,  The  Paintings  of  George  Caleb  Bingham:  A  Catalogue 
Raisonne  (Columbia:  University  of  Missouri  Press,  1986),  93,  201; 
Patsy  Moss,  "Portraits  of  George  Caleb  Bingham  Reveal  a  Differ- 
ent History  of  Greater  Kansas  City,"  Kawsmouth  3  (Winter/ Spring 
2001),  83n47. 


George  Caleb  Bingham  (I8ii-i879) 

Moss  Preioitt,  c.  1855 
{Frederick  Moss  Pretoitt) 

Oil  on  canvas 

30I/S  X  25  in.  (76.5  X  63.5  cm) 

Gift  of  Mr.  Charles  van  Ravenswaay  in  memoiy  of  Mr.  and  Mrs.  Clyde 
Porter,  F84-84/1 

Technical  Notes 

The  lightweight,  plain-weave  canvas  has  been  lined  using  a  wax- 
based  adhesive,  causing  the  canvas  weave  to  be  pronounced.  The 
tacking  margins  are  intact,  indicating  that  the  dimensions  are  orig- 
inal. The  opaque,  off-white  ground  was  probably  commercially 
appHed,  What  appear  to  be  graphite  Unes  are  apparent  beneath 
the  eyes  and  mouth  in  visible  light.  Bingham  rendered  the  portrait 
with  thin  layers  of  opaque  paint  and  transparent  glazes.  Although 
the  paint  surface  is  generally  thin,  thicker  paint  is  present  on  the 
highlights  of  the  white  shirt,  and  fine  mechanical  cracks  have 
formed  in  this  area.  Thick  paint  strokes  in  the  underlying  paint 
layer  reveal  that  Bingham  shifted  the  collar  slightly.  Fine  diagonal 
cracks  are  evident  at  the  corners,  and  a  small  amount  of  careful 
retouch  is  scattered  throughout.  Residues  of  a  natural  resin  varnish 
are  apparent  under  ultraviolet  radiation.  It  is  likely  that  an  unsatu- 
rated synthetic  varnish  is  present  on  the  surface. 
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George  Caleb  Bingham  (181i-1879) 

Mrs.  Moss  Prewitt,  c.  1855 

{Mrs.  Frederick  Moss  Frewitt  [Nancy  Johnston]) 

Oil  on  canvas 

30  X  24%  in.  (76.2  X  63.2  cm) 

Gift  of  Mr.  Charles  van  Ravenswaay  in  memoiy  of  Mr.  and  Mrs.  Clyde 
Porter,  F84-84/2 

Technical  Notes 

The  plain-weave  canvas  has  been  lined  using  a  wax-based  adhesive, 
causing  the  canvas  weave  to  be  pronounced.  The  tacking  margins 
are  intact,  indicating  that  the  dimensions  are  original.  The  opaque, 
off-white  ground  was  probably  commercially  applied.  Bingham 
rendered  the  portrait  with  thin  layers  of  opaque  paint  and  trans- 
parent glazes.  The  canvas  is  thinly  painted  overall.  A  dark  shape 
on  the  proper  right  side  of  the  neck  suggests  that  the  collar  was 
lowered  slightly.  A  small  amount  of  retouch  is  scattered  throughout 
the  background  and  face,  and  two  larger  areas  of  retouch  appear 
on  the  proper  left  cheekbone  and  the  bottom  left  edge.  Diago- 
nal cracks  have  formed  at  each  corner,  and  mildly  cupping,  fine 
mechanical  cracks  have  developed  overall.  A  spiral  impact  crack 
is  present  on  the  proper  left  side  of  the  figure  s  body.  Mends  to 
two  horizontal  tears  appear  to  be  located  in  the  lower  region  of 
the  figure.  Residues  of  a  natural  resin  varnish  are  apparent  under 
ultraviolet  radiation.  It  is  likely  that  a  slightly  unsaturated  synthetic 
varnish  is  present  on  the  surface. 

Provenance 

To  Moss  Prewitt  and  Nancy  Johnston  Prewitt  (the  sitters);  to  Wil- 
liam J.  Prewitt,  Boonville,  Mo.,  by  descent;  to  Lucy  Prewitt,  Boon- 
ville.  Mo.,  by  descent;  to  George  Prewitt  Koonse,  Boonville,  Mo., 
by  descent;  to  Charles  van  Ravenswaay,  c.  1930;  to  NAMA,  1984. 


References 

John  Francis  McDermott,  George  Caleb  Bingham:  River  Por- 
traitist (Norman:  University  of  Oklahoma  Press,  1959),  427; 
E.  Maurice  Bloch,  George  Caleb  Bingham:  A  Catalogue  Raisonne 
(Berkeley  and  Los  Angeles:  University  of  California  Press,  1967), 
100  (as  Frederick  Moss  Prewitt  and  Mrs.  Frederick  Moss  Prewitt 
[Nancy  Johnston]);  WiUiam  HoUan,  "Nelson  Gallery  Given  Three 
Bingham  Portraits,"  Kansas  City  Times,  23  May  1985,  B4;  "Hand- 
Picked  Art,"  Kansas  City  Times,  1  June  1985,  C6;  Donald  Hoff- 
mann, "Grandma  Moses  Exliibit  Set  for  Omaha,"  Kansas  City  Star, 
2  June  1985,  6D;  Laura  Rollins  Hockaday,  "Kansas  City  People," 
Kansas  City  Star,  23  June  1985,  7I;  Calendar  of  Events  (Nelson- 
Atkins  Museum  of  Art),  June  1985,  unpaginated  (as  Pofirait  of 
Mr.  Moss  Preivitt  and  PoHrait  of  Mrs.  Moss  Prewitt);  Edgar  A. 
Albin,  "Kansas  City  Museum  Buys  Works  by  Rauschenberg, 
Bingham,"  Springfield  (Mo.)  News-Leader,  28  July  1985,  2H; 
E.  Maurice  Bloch,  The  Paintings  of  George  Caleb  Bingham:  A  Cat- 
alogue Raisonne  (Columbia:  University  of  Missouri  Press,  1986), 
98,  207-8  (as  Frederick  Moss  Prewitt  and  Mrs.  Frederick  Moss 
Prewitt  [Nancy  Johnston]). 


George  Caleb  Bingham  (I8ii-i879) 
Mariah  Chandler  McPherson,  c.  1855-60 

Oil  on  canvas 

27^^  X  22 Vs  in.  (69.2  X  56.2  cm) 

Bequest  of  Elizabeth  Gordon  Gibson  Trefz  in  honor  of  Heniy  Thomas 
Gibson  and  Lucretia  Freed-West,  2002.14 

Technical  Notes 

The  unlined,  tightly  woven,  medium-weight  canvas  has  numerous 
slubs  and  irregularities.  There  are  a  small  gouge  in  tlie  upper  right 
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corner  and  a  small,  convex  bulge  in  the  lower  left  corner.  The  thin, 
opaque,  off-white  ground  was  probably  applied  by  Bingham,  who 
also  applied  a  thin  brown  imprimatura.  Infrared  reflectography 
reveals  a  few  graphite  Hnes  beneath  the  subject's  face,  over  which 
Bingham  applied  thin  layers  of  opaque  paint  and  transparent  red- 
brown  glazes.  Overall,  the  paint  surface  is  thin  and  tlie  canvas  weave 
prominent.  Bingham  reduced  the  width  of  the  subject  s  proper  left 
shoulder  slightly,  and  the  black  paint  is  barely  visible  beneath  the 
paint  of  the  background.  He  also  widened  the  neckline  of  her  dress 
and  repositioned  her  necklace,  as  evidenced  by  the  highlight  of  a 
pearl  that  is  faintly  visible  beneath  the  paint  of  her  throat.  Bingham 
incised  the  wet  paint  layer  at  the  right  and  left  edges  with  a  sharp 
tool,  creating  vertical  lines.  Mechanical  cracks  and  minor  pinpoint 
losses  of  paint  are  apparent  overall.  Some  slight  cupping  is  visible 
in  the  thicker  paint  of  the  neck  and  pearls.  Diagonal  stretcher 
cracks  appear  at  the  bottom  and  right  corners.  A  horizontal  scratch 
and  two  small  areas  of  matte,  discolored  retouch  are  present  at  the 
bottom  edge.  The  surface  is  coated  with  a  synthetic  varnish  with 
a  moderate  sheen. 

Provenance 

To  Mariah  (Maria)  Louise  Chandler  McPherson  (the  sitter);  to 
Maiy  McPherson  Gibson  (daughter  of  the  sitter),  Waverly,  Mo., 
by  descent,  c.  1917;  to  Heniy  Thomas  Gibson  (grcindson  of  the 
sitter),  Waverly  Mo.,  by  descent,  c.  i960;  to  Elizabeth  Gordon 
Gibson  Trefz  (wife  of  Henry  Thomas  Gibson),  Lexington,  Mo., 
c.  1984;  to  NAMA,  2002. 

Exhibition 

Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to  Ben- 
ton: The  Midioest  as  Muse,  5  Februaiy-31  July  2005,  no  cat. 


George  Caleb  Bingham  (I8ii-i879) 
Dr.  Benoist  Troost,  c.  1859  + 

Oil  on  canvcLS 

40%  X  3o'/4  in.  (103.5  ^  76-8  cm) 

Gift  of  the  Board  of  Education  of  Kansas  Cit\;  Missouri,  35-42/1 

Technical  Notes 

The  lightweight,  tightly  woven,  plain-weave  support  has  been  lined 
using  a  wax-based  adhesive.  Although  the  tacking  margins  have 
been  removed,  stretcher  cracks  suggest  that  the  dimensions  have 
not  been  significantly  altered.  Bingham  applied  a  slightly  trans- 
parent black  imprimatura  layer  over  the  thin,  opaque,  off-white 
ground.  Infrared  reflectography  reveals  faint  graphite  lines  marking 
the  contours  of  the  face,  eyes,  nose,  and  mouth  and  some  graphite 
hatching  lines.  Over  this  limited  underdrawing,  Bingham  applied 
thin  layers  of  fluid,  medium-rich  paint,  adding  warm  glazes  to  areas 
of  shadow.  A  network  of  mechanical  cracking  is  present  overall, 
and  impact  cracks  appear  in  isolated  areas.  There  is  one  large  area 
of  paint  loss  in  the  lower  left  corner,  and  a  previously  mended 
complex  tear  is  located  above  the  proper  right  wrist.  The  paint  of 
the  edges  has  developed  a  tented  surface  texture.  Areas  of  retouch 
appear  throughout,  but  none  is  evident  in  the  face.  The  varnish, 
which  is  probably  synthetic,  has  a  moderately  high  sheen. 
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George  Caleb  Bingham  (1811-1879) 
Mrs.  Benoist  Troost,  c.  1859  -f 

Oil  on  canvas 

40%  X  2o¥s  in.  (103.5  X  77.2  cm) 

Gift  of  tlie  Board  of  Education  of  Kansas  City,  Missouri,  35-42/2 

Technical  Notes 

The  extremely  fine,  lightweight,  plain-weave  support  was  lined 
using  a  glue-based  adhesive;  however,  the  painting  retains  its 
original  wooden  stretcher.  The  original  tacking  margins  confirm 
that  the  dimensions  have  not  been  altered.  Bingham  applied 
a  thin,  opaque,  off-white  ground  to  the  canvas.  Although  there 
is  no  overall  imprimatura,  he  applied  light  gray  and  dark  purple 
underpainting  beneath  the  dress.  Infrared  reflectography  reveals 
a  well-developed  graphite  underdrawing  outhning  the  features  and 
contours  of  Mrs.  Troost's  face  and  neck.  Hatching  fines  indicate 
areas  of  shadow.  A  fine  at  the  back  of  the  figure's  neck  reveals  that 
her  lace  coUar  was  originally  placed  farther  back.  Bingham  used 
layers  of  thin,  fluid,  medium-rich  paint  to  create  the  figure  and 
background,  adding  warm  glazes  to  the  shadows.  Flesh  tones  in 
the  underlying  paint  suggest  that  a  finger  on  the  proper  right  hand 
originally  pointed  downward.  Both  mechanical  and  traction  cracks 
are  present  in  localized  areas.  Four  smaU,  circular  areas  of  damage 
were  retouched  before  the  Museum  acquired  the  painting,  and 
retouch  may  also  be  present  on  the  face,  neck,  and  lower  edge  of 
the  dress.  Paint  abrasion  is  evident  in  the  figure.  The  darkened  and 
yeUowed  varnish  is  probably  natural  resin  and  has  a  moderately 
high  sheen. 

Provenance 

Mrs.  Benoist  Troost,  c.  1859;  to  Dr.  David  Rittenhouse  Porter, 
1884  (as  custodian  for  the  Kansas  City  Medical  College);  to  Board 
of  Education,  Kansas  City,  Mo.,  1905;  to  NAMA,  1935. 


Exhibitions 

An  asterisk  ["]  indicates  the  exliibition  included  both  portraits;  in 
all  other  cases,  the  exliibition  showed  Dr.  Benoist  Troost  only. 
^Missouri  VaUey  Historical  Society,  Kansas  City,  March-April  1914, 
nos.  2  and  3  (as  Fortrait  ofDr  Troost  and  Fonrait  of  Mrs.  Troost); 
Kansas  City  Art  Institute,  Mo.,  An  Exhibition  of  Works  of  Art 
Owned  by  Collectors  in  Kansas  City,  March  1923,  no.  73;  Kansas 
City  Art  Institute,  Mo.,  ["Early  American  Exliibition"],  May  1933, 
no  cat.  (as  Colonel  Benoist  Troost);  City  Art  Museum  of  St.  Louis, 
"The  Missouri  Artist":  An  Exhibition  of  the  Work  of  George  Caleb 
Bingham,  i8ii-i8jg,  April  1934,  no.  13;  Museum  of  Modern 
Art,  New  York,  George  Caleb  Bingham:  The  Missouri  Artist, 
i8ii-i8yg,  30  Januaiy-14  April  1935  (traveled),  no.  14;  Carnegie 
Institute,  Pittsburgh,  American  Classics  of  the  Nineteenth  Century, 
17  October-i  December  1957  (traveled),  no.  22;  Wilfiam  RockliiU 
Nelson  Gafleiy  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  George  Caleb  Bingham:  Sesquicentennial  Exhibition, 
1811-1961,  16  March-30  April  1961  (traveled),  no.  26  (as  Fortrait 
ofDr  Benoist  Troost);  National  Collection  of  Fine  Arts,  Smithson- 
ian Institution,  Washington,  D.C.,  George  Caleb  Bingham,  1811- 
i8jQ,  19  October  1967-1  January  1968  (traveled),  no.  30;  Saint 
Louis  Art  Museum,  Bingham's  Missouri,  26  September  1975- 
11  April  1976,  no  cat.;  Kunstniuseum  Diisseldorf,  The  Hudson  and 
the  Rhine,  4  April-16  May  1976,  no.  23;  Saint  Louis  Art  Museum, 
Bingham's  Faces  of  Missouri,  22  February-13  May  1990,  no  cat.; 
Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to  Ben- 
ton: The  Midwest  as  Muse,  5  Februai-y-31  July  2005,  no  cat. 
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Company,  1940),  96-97;  "NAMA  1940, 21  {-ds  Fort  rait  of  Dr  Benoist 
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14  May  1972,  3I;  *NAMA  1973,  250  (Mrs.  Benoist  Troost  as 
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George  Caleb  Bingham  (I8ii-1879) 
fudge  fames  Turner  Vance  Thompson,  c.  1859-60 

Oil  on  canvas 

30^/8  X  251/8  in.  (76.5  X  63.8  cm) 
Gift  of  Mrs.  James  Love,  36-19/1 

Technical  Notes 

The  fine,  tightly  woven,  plain-weave  canvas  has  been  lined  using  a 
wax-based  adhesive  and  the  tacldng  margins  have  been  removed; 
however,  the  dimensions  do  not  appear  to  have  been  significantly 
altered.  Infrared  reflectography  reveals  a  few  graphite  fines  delin- 
eating the  facial  features  and  shadows  over  the  opaque,  off-white 
ground.  Bingham  rendered  the  portrait  using  thin  layers  of  fluid, 
opaque  paint,  appfied  wet  into  wet,  and  transparent,  red-browi 
glazes.  The  paint  surface  is  generally  thin.  Bingham  initially  painted 
the  white  collar  extending  out  rather  than  down  on  the  proper  right 
side,  and  the  earfier  position  is  slightly  apparent  in  visible  light. 
He  also  lowered  the  proper  left  shoulder  and  narrowed  the  jacket 
collar.  Mild  cupping  and  mechanical  cracking  are  present  overall 
except  in  the  face  and  jacket,  and  stretcher  cracks  are  prominent. 
Three  spiral  impact  cracks  are  located  in  the  upper  left  quadrant. 
The  paint  has  become  increasingly  transparent  over  time,  and 
some  graphite  fines  are  slightly  visible  under  normal  fighting  con- 
ditions. Pinpoint  losses  of  paint  are  evident  in  the  background,  and 
some  discolored  retouch  is  apparent.  A  layer  of  dust,  grime,  and 
flyspecks  is  present  on  the  surface.  The  varnish,  which  is  probably 
a  natural  resin,  is  slightly  discolored  and  unsaturated. 
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George  Caleb  Bingham  (181i-1879) 

Mrs.  James  Turner  Vance  Thompson  ,  c.  1859-60 
{Emily  Warner  Dreiv  Thompson) 

Oil  on  canvas 

30VS  X  251/8  in.  (76.5  X  63.8  cm) 
Gift  of  Mrs.  James  Love,  36-19/2 

Technical  Notes 

The  fine,  tightly  woven,  plain-weave  canvas  has  been  fined  using  a 
wax-based  adhesive  and  the  tacking  margins  have  been  removed; 
however,  the  original  dimensions  do  not  appear  to  have  been  signi- 
ficantly altered.  Infrared  reflectography  reveals  a  minimal  graphite 
underdrawing  marking  the  facial  features  over  the  opaque,  off- 
white  ground.  A  few  lines  above  the  brooch  may  indicate  that  the 
top  edge  was  originally  wider.  The  position  of  the  ear  was  shifted 
sfightly  in  the  final  composition.  Bingham  rendered  the  portrait 
with  thin  layers  of  opaque  paint  and  appfied  transparent  red  glazes 
to  the  shadows.  Some  thick  brushstrokes  are  present  at  the  proper 
left  temple  and  cheek,  and  a  few  areas  of  low  impasto  can  be 
seen  in  the  highlights  of  the  jewehy.  Sfightly  cupped  mechanical 
cracks  are  apparent  overall,  and  stretcher  cracks  are  present  at 
the  edges.  Two  impact  cracks  are  located  at  the  bottom  edge  and 
above  the  proper  right  shoulder.  Small  areas  of  retouch,  which  no 
longer  match  the  original  paint,  are  apparent  overall.  A  layer  of 
dust,  grime,  and  flyspecks  covers  the  surface.  The  natural  resin 
varnish  appears  to  be  in  good  condition,  although  the  dress  is 
slightly  unsaturated. 

Provenance 

To  Judge  James  Turner  Vance  Thompson  and  Emily  Warner  Drew 
Thompson  (the  sitters);  to  Anna  Ross  Thompson  (daughter  of  the 
sitters).  Liberty,  Mo.,  by  descent;  to  NAMA,  1936. 


Exhibition 

The  exliibition  included  both  portraits. 

Wilfiam  RockliiU  Nelson  Gallery  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  George  Caleb  Bingham  Collection, 
15  July-i  August  1935,  no  cat. 
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George  Caleb  Bingham  (181i-1879) 

Roma  Johnson  Wornall,  c.  1867-74  4- 

(Mrs.  John  Bristoiv  Wornall) 

Oil  on  canvas 

27  X  22V4  in.  (68.6  x  56.5  cm) 

Gift  of  Mrs.  Roma  Wornall  Powell,  granddaughter  of  the  sitter, 
Roma  Wornall,  F85-1 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  using  a  wax- 
based  adhesive,  causing  the  canvas  weave  to  be  pronounced  and  a 
few  areas  of  impasto  to  be  flattened.  The  original  tacking  margins 
confirm  that  the  dimensions  are  original.  Infrared  i-eflectography 
reveals  fine  graphite  lines  outlining  the  nose,  ear,  eyelids,  and  hair- 
fine  over  a  thin  layer  of  opaque,  off-white  ground.  A  graphite  circle 
shows  that  Bingham  lowered  the  position  of  the  brooch  sfightly. 
Hatching  lines  establish  the  shadows  under  the  chin  and  neck, 
and  a  few  broad  lines  define  the  square  collar  and  body.  Bingham 
appfied  an  opaque,  brick  red  underpainting  to  the  lower  third  of 
the  painting.  To  construct  the  portrait,  Bingham  used  thin  layers 
of  opaque  oil  paint  and  transparent  glazes.  For  the  most  pait,  the 
consistency  of  the  paint  is  thin  and  fluid;  however,  some  brush- 
work  is  evident  in  the  highlights  of  the  temple,  neck,  and  shoul- 
der. Bingham  painted  over  some  curls  at  the  proper  left  shoulder 
and  reduced  the  width  of  this  arm  sfightly.  A  craquelure  pattern  is 
apparent  overall,  and  stretcher  cracks  have  developed  at  the  edges. 
An  impact  crack  is  visible  in  the  cheek.  The  paint  layer  has  dark- 
ened slightly  due  to  exposure,  as  evidenced  by  the  brighter  appear- 
ance of  the  paint  protected  by  the  spandrels  of  the  frame.  Pinpoint 
retouch  is  apparent  overall.  The  varnish,  which  has  a  moderately 
high  sheen,  appears  to  be  clear  and  in  good  condition. 


Provenance 

To  John  Bristow  WornaU  and  Roma  Johnson  WornaU  (the  sitter); 
to  John  B.  WornaU  Jr.  (son  of  the  sitter),  Kansas  City,  Mo.,  by 
descent,  1933;  to  Roma  Wornall  Powell  (granddaughter  of  the 
sitter),  Cooperstown,  N.Y.,  by  descent,  c.  1968;  to  NAMA,  1985. 

Exhibitions 

Missouri  Valley  Historical  Society,  Kansas  City,  March-April  1914, 
no.  13  (as  Portrait  of  Mrs.  Roma  J.  Wornall);  Wilfiam  Rockliill  Nelson 
Calleiy  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts,  Kansas  City, 
Mo.,  American  Ancestor  Poii:raits,  4  April-3  May  1953,  no  ctit.; 
Wilfiam  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  George  Caleb  Bingham:  Sesquicen- 
tennial  Exhibition,  i8ii-ig6i,  16  March-30  April  1961,  no.  32  (as 
Poi-frait  of  Roma  Johnson  [Wornall]);  Nelson-Atkins  Museum  of 
Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as  Muse, 
5  Februaiy-31  July  2005,  no  cat. 
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Times,  23  May  1985,  B4;  "Hand-Picked  Art,"  Kansas  City  Times, 
1  June  1985,  C6;  Donald  Hoffmann,  "Grandma  Moses  Exhibit 
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George  Caleb  Bingham  (1811-1879) 
William  Miles  Chick,  c.  1870 

Oil  on  canvas 

27%  X  22VS  in.  (69.5  X  56.2  cm) 

Gift  of  Mr.  William  Winship  Chick,  72-21/1 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  using  a  wax- 
based  adliesive.  Although  the  tacking  margins  have  been  removed, 
die  dimensions  do  not  appear  to  have  been  significantly  altered. 
Bingham  applied  a  thin  layer  of  opaque,  off-white  ground  and  a 
dark  brown  imprimatura  overall.  Infrared  reflectography  reveals 
a  few  graphite  lines  outlining  Chick's  body,  face,  and  features. 
Bingham  drew  the  chin  twice,  lowering  it  slightly.  He  painted  tlie 
overlying  portrait  with  layers  of  thin,  fluid,  opaque  paint  and  trans- 
parent glazes.  The  texture  of  the  canvas  remains  visible.  Areas  of 
slightly  tented  but  stable  paint  are  present  at  the  center  of  the 
painting  and  the  bottom  edge.  Discolored  lines  of  retouch  that 
correspond  to  this  damage  are  noticeable  in  the  white  shirt.  Under 
ultraviolet  radiation,  extensive  retouch  is  apparent  in  the  jacket  and 
upper  third  of  the  background,  and  pinpoint  retouch  is  found  in 
the  face.  A  dark  residual  material  remains  in  the  interstices  of  the 
paint  and  discolors  the  proper  left  temple,  nose,  mouth,  and  white 
shirt.  The  varnish,  which  is  probably  a  natural  resin,  is  slightly  dis- 
colored and  unsaturated  and  has  a  satin  sheen. 


George  Galeb  Bingham  (1811-1879) 

Mrs.  William  Miles  Chick,  c.  1870 
(Ann  Eliza  Smith  Chick) 

Oil  on  canvas 

27%  X  22  Vs  in.  (69.5  X  56.2  cm) 

Gift  of  Mr.  William  Winship  Chick,  72-21/2 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  using  a  wax- 
based  adhesive.  Although  the  tacking  margins  have  been  removed, 
the  dimensions  do  not  appear  to  have  been  significantly  altered. 
Bingham  applied  a  wash  of  dark  brov.ai  paint  over  the  thin,  opaque, 
off-white  ground.  Infrared  reflectography  reveals  a  comprehensive 
graphite  underdrawing  outfining  Mrs.  Chicks  features,  hair,  and 
face.  Hatching  lines  correspond  to  shadows  on  the  proper  left  side 
of  her  face,  and  loose,  undulating  fines  indicate  the  lace  of  her 
bonnet.  In  this  drawing,  her  chin  is  slightly  lower,  her  lips  higher, 
and  her  coflar  is  smaller  and  higher.  Her  bonnet  may  also  have 
extended  closer  to  her  chin.  Bingham  painted  the  overlying  portrait 
with  layers  of  thin,  opaque  paint  and  transparent  glazes.  Increas- 
ing transparency  in  the  paint  film  has  revealed  some  fines  of  the 
underdrawing.  There  is  extensive  retouch  in  the  background  and 
body,  particularly  in  the  upper  left  quadrant.  Mechanical  cracks 
are  apparent  overaU,  a  spiral  impact  crack  appears  below  the  col- 
lar, and  stretcher  cracks  are  visible  at  the  edges.  Three  previously 
repaired  tears  in  the  original  canvas  are  apparent,  two  in  the  upper 
right  quadrant,  and  a  third  below  the  collar.  The  varnish,  which  is 
probably  a  natural  resin,  is  unsaturated  and  sfightly  discolored  and 
has  a  satin  sheen. 

Provenance 

To  Washington  Heniy  Chick  (son  of  the  sitters);  to  Hemy  and  Dixie 
Winship  Chick  (son  and  daughter-in-law  of  Washington  Henry 
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Chick),  Kansas  City,  Mo.,  by  descent,  1918;  to  William  Winship 
Chick  (son  of  Heniy  Chick),  Kansas  City,  Mo.,  by  descent,  1951; 
to  NAMA,  1972. 

Exhibitions 

Missouri  Valley  Historical  Society,  Kansas  City,  March-April  1914, 
nos.  5  and  6  (as  Pot~trait  of  W.  M.  Chick  and  Fonrait  of  Mrs.  W.  M. 
Chick);  Kansas  City  Art  Institute,  Mo.,  ["Early  American  Exhi- 
bition"], May  1933,  no  cat.  (as  William  Chick  and  Mrs.  Anna  E. 
Chick);  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Bingham 
to  Benton:  The  Midwest  as  Muse,  5  Februaiy-31  July  2005,  no  cat. 
(Mrs.  William  Miles  Chick  only). 

References 

All  references  include  bodi  portraits,  except  where  noted. 
M.K.P.,  "Memories  of  Early  Missouri  Drama  from  an  Art  Exhibit," 
Kansas  City  Star,  4  May  1933,  6;  E.R.S.,  "The  Story  of  the  City's 
Eirst  Postmaster,  WiUiam  Miles  Chick,"  Kansas  City  Star,  16  July 
1939,  3C;  E.  Maurice  Bloch,  George  Caleb  Bingham:  A  Catalogue 
Raisonne  (Berkeley  and  Los  Angeles:  University  of  California 
Press,  1967),  132-33;  William  Winship  Chick,  "Two  Oil  Portraits 
by  George  Caleb  Bingham,"  typescript,  14  October  1971,  NAMA 
curatorial  files  (Mrs.  William  Miles  Chick  as  Anna  Eliza  Smith 
Chick);  "Portrait  Presentation,"  1  October  1972,  Kansas  City 
Star,  loC  {Mrs.  William  Miles  Chick  as  Ann  Eliza  Smith  Chick); 
William  Winship  Chick,  "Presentation  Ceremony  at  the  William 
Rockhill  Nelson  Galleiy  of  Art  on  Sunday,  17  September  1972,  of 
Oil  Portraits  by  George  Caleb  Bingham  of  WiUiam  Miles  Chick 
and  Ann  Eliza  Chick,"  typescript,  1972,  NAMA  curatorial  files 
{Mrs.  William  Miles  Chick  as  Ann  Eliza  Smith  Chick);  NAMA 
1973,  25  {Mrs.  William  Miles  Chick  as  Ann  Eliza  Miles  Chick); 
National  Society  of  the  Colonial  Dames  in  America,  Missouri,  Por- 
traits in  Missouri:  Painted  before  i860  (n.p.:  National  Society  of 
the  Colonial  Dames  in  America,  1974),  unpaginated  (Mrs.  William 
Miles  Chick  as  Ann  Eliza  Chick);  E.  Maurice  Bloch,  The  Paint- 
ings of  George  Caleb  Bingham:  A  Catalogue  Raisonne  (Columbia: 
University  of  Missouri  Press,  1986),  116,  228-29;  NAMA  1991,  81 
(Mrs.  William  Miles  Chick,  only);  Patsy  Moss,  "Portraits  of  George 
Caleb  Bingham  Reveal  a  Different  Plistoiy  of  Greater  Kansas 
City,"  Kawsmouth  3  (Winter/ Spring  2001),  86;  Margaret  C.  Con- 
rads,  "Bingham  to  Benton:  The  Midwest  as  Muse,"  American  Art 
Review  17  (Januaiy-Februaiy  2005),  153. 


George  Caleb  Bingham  (I8ii-i879) 
Manj  Frances  Ward,  c.  1871 

Oi]  on  canvas 

z-yVui  X  22^16  in.  (69.4  x  56.7  cm) 

Gift  of  Hugh  Campbell  Ward,  James  Crawford  Ward,  Frances  Ward 
Olmsted,  and  John  Harris  Ward  in  memory  of  dieir  mother,  Vassie  James 
Hill,  57-121 

Technical  Notes 

The  tightly  woven,  machine-made  linen  support  was  lined  using 
a  wax-based  adhesive.  Remnants  of  the  original  tacking  edges 
indicate  that  the  dimensions  have  not  been  altered.  The  support 
was  commercially  primed  with  a  light  gray  ground.  Pencil  lines 
are  visible  beneath  the  baby's  ai-ms  and  legs,  probably  owng  to 
increased  transparency  in  the  paint  layer.  Infrared  reflectography 
reveals  Bingham's  graphite  underdrawing  and  a  series  of  verti- 
cal and  horizontal  lines  that  he  used  to  block  out  the  composi- 
tion. While  only  a  few  carefully  placed  contour  and  hatching  lines 
underlie  the  child's  face  and  head,  the  drawing  beneath  her  dress 
and  arms  is  much  denser  and  more  active.  The  underdrawing  sug- 
gests that  both  arms  and  the  drapery  to  the  left  of  the  figure  were 
repositioned  and  that  sketched  locks  of  hair  originally  covered  the 
baby's  proper  left  ear.  Graphite  fines  also  establish  the  oval  edge 
of  the  composition.  Generally,  Bingham  applied  the  opaque  paint 
thinly,  without  impasto,  using  warm  glazes  in  the  shadows.  The 
baby's  face  is  painted  more  thickly,  with  smoothly  blended  tones 
and  bright  red  glazes.  Mild  mechanical  cracking  and  veiy  slight 
cupping  appear  throughout  the  paint  and  ground  layers.  Small 
areas  of  retouch  cover  abrasions;  however,  no  retouch  is  evident  in 
the  face.  A  small,  concave  canvas  distortion  is  found  in  the  bottom 
left  corner  with  two  pinpoint  losses  of  paint.  Museunr  conseiva- 
tion  staff  reiuoved  discolored  varnish  and  embedded  grime  during 
treatment  in  1999,  at  which  time  areas  of  paint  loss  and  abrasion 
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were  filled  and  retouched  and  a  natural  resin  varnish  with  a 
moderately  high  sheen  was  applied. 

Provenance 

To  Setli  Edmund  and  Maiy  Frances  Harris  McCarty  Ward  (parents 
of  the  sitter);  to  Hugh  Campbell  Ward  (brother  of  the  sitter),  by 
descent;  to  Mrs.  A.  Ross  Hill  (widow  of  Hugh  Campbell  Ward), 
Kansas  City,  Mo.,  by  descent;  to  Hugh  Campbell  Ward  Jr.,  James 
Crawford  Ward,  Frances  Ward  Olmsted,  and  John  Harris  Ward 
(their  children),  by  descent;  to  NAM  A,  1957. 

Exhibitions 

WiUiam  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  American  Ancestor  PoHraits, 
4  April-3  May  1953,  no  cat.  (as  Frances  Ward);  William  Rockliill 
Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  George  Caleb  Bingham:  Sesqtiicentennial  Exhibition, 
1811-1Q61,  16  March-30  June  1961  (traveled),  no.  33  (as  Portrait 
of  Mary  Frances  Ward);  Nelson-Atkins  Museum  of  Art,  Kansas 
City,  Mo.,  Bingham  to  Benton:  The  Michcest  as  Muse,  5  Februaiy- 
31  July  2005,  no  cat. 

References 

NAMA  1959,  255;  "George  Caleb  Bingham:  Sesquicentennial 
Exliibition,  1811-1961,"  Bulletin  (WiUiam  Rockliill  Nelson  Gal- 
leiy of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  3  (1961),  17 
(as  Portrait  of  Mary  Frances  Ward);  E.  Maurice  Bloch,  George 
Caleb  Bingham:  A  Catalogue  Raisonne  (Berkeley  and  Los  Angeles: 
University  of  California  Press,  1967),  129  (as  Miss  Mary  Frances 
Ward);  E.  Maurice  Bloch,  George  Caleb  Bingham:  The  Evolu- 
tion of  an  Artist  (Berkeley  and  Los  Angeles:  University  of  Cali- 
fornia Press,  1967),  225;  NAMA  1973,  250;  National  Society  of 
the  Colonial  Dames  in  America,  Missouri,  Portraits  in  Missouri: 
Painted  before  i860  (n.p.:  National  Society  of  the  Colonial  Dames 
in  America,  1974),  unpaginated;  E.  Maurice  Bloch,  The  Paintings 
of  George  Caleb  Bingham:  A  Catalogue  Raisonne  (Columbia:  Uni- 
versity of  Missouri  Press,  1986),  113,  226;  NAMA  1991,  80. 


George  Caleb  Bingham  (181i-1879) 

Mountain  Landscape,  c.  1872-78 
{Colorado  Mountain  Landscape) 

Oil  on  canvas,  mounted  on  Masonite 
10%  X  14%  in.  (27.6  X  37.5  cm) 
Signed  lower  riglit:  Geo  Bingliam 
Gift  of  Miss  Maiy  Cliristine  Austin,  66-12 

Technical  Notes 

The  finely  woven,  plain-weave  canvas  has  been  mounted  to  a 
Masonite  panel,  probably  with  a  wax-based  adhesive;  however,  the 
original  dimensions  have  not  been  significantly  altered.  Bingham 
applied  the  opaque,  off-white  ground  thinly.  Infrared  reflectogra- 
phy  reveals  a  few  sketched  graphite  lines  beneath  the  mountains. 
Bingham  rendered  the  landscape  using  thin  layers  of  opaque  paint, 
applied  wet  into  wet,  and  warm,  transparent  glazes.  He  used  dark 
brown  paint  to  outfine  the  rocks  in  the  foreground  and  a  cool, 
medium  blue  paint  to  outline  the  distant  mountains.  Some  low 
impasto  is  present  in  the  thicker  brushstrokes  of  the  mountains  and 
the  foreground  details.  The  paint  layer  has  become  increasingly 
transparent,  as  evidenced  by  pentimenti  in  the  blue  shadow  of  the 
upper  left  mountain.  A  veiy  small,  previously  repaired  horizon- 
tal tear  is  present  at  the  left  edge  of  the  painting,  and  the  canvas 
weave  is  pronounced  as  a  result  of  the  fining  technique.  A  layer  of 
synthetic  varnish  was  removed  during  treatment  by  Museum  con- 
sei-vation  staff  in  1999,  and  consei-vators  appfied  a  saturating  layer 
of  mastic  varnish  with  a  moderately  high  sheen  before  retouching 
small  areas  of  paint  loss  in  the  sl<y  and  frame  abrasion. 

Provenance 

To  Miss  Amanda  P.  Austin  (a  pupil  of  Binghams  at  the  Univer- 
sity of  Missouri);  to  Miss  Maiy  Christine  Austin  (niece  of  Amanda 
Austin),  CarroUton,  Mo.,  by  descent;  to  NAMA,  1966. 

Exhibitions 

Wilfiam  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atldns  Museum 
of  Fine  Arts,  Kansas  Cit)',  Mo.,  George  Caleb  Bingham:  Sesquicen- 
tennial Exhibition,  i8ii-iq6i,  16  March-30  June  1961  (traveled), 


65 


no.  36;  Norman  Mackenzie  Art  Gallery,  Saskatchewan  University, 
Regina,  In  Search  of  America:  igth  Century  Painters  and  Writ- 
ers, 1971,  no.  55;  William  Rockhill  Nelson  Galleiy  of  Art  and 
Mary  Atkins  Musemii  of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth 
Century  American  Painting,  17  February-31  March  1974,  no 
cat.;  Saint  Louis  Art  Museum,  Bingham's  Missouri,  26  Septem- 
ber 1975-11  April  1976  (traveled),  no  cat.  (as  Colorado  Mountain 
Landscape);  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo., 
Bingham  to  Benton:  The  Midwest  as  Muse,  5  Februaiy-ai  July 
2005,  no  cat. 

References 

"George  Caleb  Ringham:  Sesquicentennial  Exhibition,  1811-1961," 
Bulletin  (William  Rockliill  Nelson  Galleiy  of  Art  and  Mary  Atkins 
Museum  of  Fine  Arts)  3  (1961),  21;  Donald  L.  Hoffmann,  "Ring- 
ham's  Colorado  View,"  Kansas  City  Star,  24  April  1966,  iF,  5F 
(as  Colorado  Mountain  Landscape);  Lew  Larkin,  "Art  World  Has 
'Discovered'  Ringham  and  Many  of  His  Works  Await  the  Find- 
ing," Kansas  City  Star,  11  June  1966,  16  (as  Colorado  Mountain 
Landscape);  "Estate  Leaves  Art  to  Nelson  Galleiy"  Kansas  City  Times, 
18  May  1967,  8D  (as  Colorado  Mountain  Landscape);  E.  Maurice 
Rloch,  George  Caleb  Bingham:  A  Catalogue  Raisonne  (Rerkeley  and 
Los  Angeles:  University  of  California  Press,  1967),  148,  no.  A383 
(as  Colorado  Mountain  Landscape);  E.  Maurice  Rloch,  George 
Caleb  Bingham:  The  Evolution  of  cm  Anist  (Rerkeley  and  Los 
Angeles:  University  of  California  Press,  1967),  183,  259,  pi.  121  (as 
Colorado  Mountain  Landscape);  Constance  W.  Glenn,  "The  Nine- 
teenth Century  American  Landscape  Tradition:  Selections  from 
the  Collection  of  the  Nelson  Gallery-Atkins  Museum,"  typescript, 
1968,  NAMA  curatorial  file,  1-3;  In  Search  of  America:  igth  Cen- 
tury Painters  and  Writers,  exh.  cat.  (Regina:  Norman  Mackenzie 
Art  Gallery,  Saskatchewan  University,  1971),  30,  39;  NAMA  1973, 
250;  "Gallery  Painting  Stolen,"  Kansas  City  Times,  9  January  1974, 
3A;  Mark  Schlinkmann,  "Stolen  Nelson  Painting  Recovered,"  Kcm- 
sas  City  Times,  8  Februaiy  1974,  i;  "Freed  in  Theft,"  Kcmsas  City 
Star,  8  February  1974,  2;  Albert  Christ-Janer,  George  Caleb  Bing- 
ham: Frontier  Painter  of  Missouri  (New  York:  Hany  N.  Abrams, 
1975),  pi.  156;  "Missouri's  Ringhams,"  Kcmsas  City  Star,  28  March 
1976, 3E;  Patricia  Trenton  and  Peter  H.  Hassrick,  The  Rocky  Moun- 
tains: A  Vision  for  Artists  in  the  Nineteenth  Century  (Norman: 
University  of  Oklahoma  Press,  1983),  234,  239,  38onio7  (as  Colo- 
rado Mountain  Landscape);  E.  Maurice  Rloch,  The  Paintings  of 
George  Caleb  Bingham:  A  Catalogue  Raisonne  (Columbia:  Univer- 
sity of  Missouri  Press,  1986),  26ni04,  119,  232-33,  no.  380  (as  Col- 
orado Mountain  Landscape);  Margaret  C.  Conrads,  "Ringham  to 
fienton:  The  Midwest  as  Muse,"  American  Art  Review  17  (January- 
Februaiy  2005),  152-53. 


George  Caleb  Bingham  (I8ii-1879) 

Mrs.  B.  W.  Clark  (Mary  Jane  Kinney)  and  Her  Brother 

(Joseph  Beeler  Kinney?),  1874 

{Portrait  of  Son  and  Daughter  of  Mr  Kinney) 

Oil  on  canva.s 

39%  X  30  in.  (101.3  X  76.2  cm) 

Gilt  of  Mrs.  Nellie  B.  Hussey  in  memory  of  her  mother,  53-56 

Technical  Notes 

The  plain-weave  canvas  has  been  lined  using  a  wtix -based  adhesive, 
resulting  in  a  slight  enhancement  of  the  canvas  weave  and  causing 
a  moire  pattern  in  the  paint,  mainly  on  the  right  side.  The  original 
tacking  margins  have  been  removed,  but  the  dimensions  do  not 
appear  to  have  been  significantly  altered.  The  thin,  bright  white 
ground  was  evenly  appHed.  Infrared  reflectography  reveals  the 
artist's  comprehensive  graphite  underdrawing,  some  of  which  is 
visible  owing  to  increasing  transparency  of  the  paint.  Contour  lines 
define  the  male  figure's  head  and  facial  features,  and  hatching  lines 
appear  beneath  his  temple,  cheek,  and  nose  on  the  proper  left 
side.  In  the  underdrawing,  his  eye  and  eyebrow  are  placed  slightly 
higher  than  the  painted  contour.  Ringham  drew  the  female  figure's 
face  and  features  less  meticulously,  and  the  fines  defining  her  nose 
and  mouth  are  faint  and  blurred.  Loose,  spontaneous  lines  define 
her  body  and  the  folds  of  her  dress.  In  the  underdrawng,  the  neck- 
line of  her  dress  is  higher  than  the  painted  contour,  and  lines  pass- 
ing through  her  proper  left  hand  suggest  that  it  ^^'as  added  later. 
Ringham  appears  to  have  initially  dnwmi  the  backgi-cumd  drapeiy 
hanging  diagonally  from  the  top  right  corner.  He  underpainted  the 
woman's  dress  with  slightly  transparent  teal  and  purple  paint,  then 
rendered  the  portrait  with  layers  of  thin,  opaque  paint  and  trans- 
parent glazes.  Overall  the  paint  surface  is  smooth  and  thin.  Two 
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pearls  faintly  \asibl("  uiicler  the  paint  surface  reveal  that  Bingham 
altered  the  position  of  the  necklace  slightly.  Diagonal  mechani- 
cal cracks  appeal"  at  the  corners  and  edges.  The  varnish,  which  is 
probably  a  natui-al  resin,  is  in  good  condition  and  has  a  moderately 
high  sheen.  Several  prominent  areas  of  discolored  retouch  appear 
above  the  varnish. 

Provenance 

To  Captain  Joseph  Kinney  (father  of  the  sitters),  New  Franldin, 
Mo.;  to  Miss  Alice  Kinney  and  Mrs.  S.VV.  Ravenel  (sisters  of  the 
sitters),  New  Franklin,  Mo.,  by  descent;  to  [Mrs.  Barber,  1931];  to 
Mrs.  Nellie  Badger  Hussey  (presumably  Mrs.  Barber's  daughter), 
by  descent;  to  NAMA,  1953. 

References 

Fern  Helen  Rusk,  George  Caleb  Biiiglunn:  The  Missouri  Artist 
(Jefferson  Cit\',  Mo.:  Hugh  Stephens  Co.,  1917),  12,5  (as  Portrait 
of  So)}  and  Daughter  of  Mr  Kinney);  Dorothy  Heiderstadt,  "Self- 
Made  Painter  of  Early  Missouri  Contiibuted  Much  to  Flistoiical 
Record,"  Kansas  City  Star,  18  Februaiy  1950,  12;  NAMA  1959, 
255;  John  Francis  McDermott,  George  Caleb  Bingham:  River  Por- 
traitist (Norman:  Universitv  of  Oklahoma  Press,  1959),  430-31, 
433  (as  Mrs.  B.  W.  Clark  and  Brother);  E.  Maurice  Bloch,  George 
Caleb  Bingham:  A  Catalogue  Raisonne  (Berkeley  and  Los  Angeles: 
Universit)^  of  California  Press,  1967),  142;  E.  Maurice  Bloch, 
George  Caleb  Biiigham:  The  Evolution  of  an  Aiiist  (Berkeley  and 
Los  Angeles:  Universit)'  of  California  Press,  1967),  236;  NAMA 
1973,  250;  E.  Maurice  Bloch,  The  Paintings  of  George  Caleb  Bing- 
ham: A  Catalogue  Raisonne  (Columbia:  University  of  Missouri 
Press,  1986),  122,  235. 


Isabel  Bishop  (i902-1988) 

Girl  with  a  Newspaper,  1946  -f 
(Girl  Reading  Newspaper) 

Oil  and  tempera  on  Vlasonite 
24%  X  i5'/s  in.  (62.9  X  38.4  cm) 
Signed  upper  riglit:  Lsal^el  Bisliop 
Bequest  of  Marie  P.  McCune,  68-8/2 

Technical  Notes 

The  slightly  convex  Masonite  panel  is  pi-imed  with  smooth,  opaque, 
bright  white  gesso.  Over  this  layer.  Bishop  applied  thick,  irregular, 
horizontal  strokes  of  opacpe,  beige  paint.  She  then  mbbed  a  cool, 
opa(|ue,  gray  paint  overall  and  incised  hoiizontal  lines  into  the  wet 
paint  surface.  She  loosely  sketched  the  figure  and  architectural 
features  of  die  backgi'ound  with  graphite  and  used  faint  red  lines, 
possibly  red  pencil,  to  outline  the  proper  right  elbow,  skirt,  legs,  and 
top  of  the  newspapei;  and  to  create  hatching  lines  in  the  skirt  and 
legs.  This  underdra^^dng  remains  visible  in  the  final  composition, 
which  Bishop  created  bv  interlayering  egg  tempei-a  with  ti'anspar- 
ent,  scmitranspai-ent,  and  opaque  oil  paint.  The  paint  s  consistency 
ranges  from  thick,  diy,  and  pastelike  to  thin  and  (hiid.  Under  mag- 
nification, tliei-e  appears  to  be  a  fibrous  material  mixed  into  the 
paint.  There  are  a  i'ew  localized  cracks  in  areas  of  thick  paint  and 
one  smaU  loss  of  paint  at  the  center  of  tlie  right  side.  Se^'eral  other 
minor  losses  are  evident  on  the  edges  owing  to  frame  abi-asion.  In 
early  photogi'aphs,  the  word  fragment  "lowe"  is  clearhMisible  in 
the  uppei-  light  region  of  the  painting.  This  detail  is  only  partially 
^isible  today  under  normal  light  and  is  only  slightly  clearer  with 
infrared  reflectography  An  inscription  on  the  bacldng  board  notes 
that  Bishop  applied  a  natural  resin  \'arnish  to  the  painting  in  1949. 
Ultraviolet  radiation  confirmed  that  this  varnish  was  removed  at 
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some  point.  A  thin,  synthetic  resin  varnish  may  be  present  on  the 
surface. 

Provenance 

To  (Midtown  Galleries,  New  York,  1946);  to  Marie  P.  McCune, 
Kansas  City,  Mo.,  1947;  to  NAMA,  1968. 

Related  Works 

Girl  Reading  a  Paper,  c.  1944,  pen  and  wash  drawing,  location 
unknown,  illustrated  in  "The  Drawings  of  Isabel  Bishop,"  Ameri- 
can Artist  3  (June  1949),  50;  Girl  with  Newspaper,  1945,  etch- 
ing, 7%  X  4%  in.  (18.5  X  11.2  cm),  Nelson-Atkins  Museum  of  Art, 
Kansas  City,  Mo. 

Exhibitions 

Carnegie  Institute,  Pittsburgh,  Painting  in  the  United  States,  1946, 
10  October-8  December  1946,  no.  81  (as  Girl  with  a  Newspaper); 
Kansas  City  Art  Institute,  Mo.,  ["Exhibition  of  Contemporary 
American  Paintings  in  the  Collections  of  Kansas  Citians"],  March 

1948,  no  cat.;  Midtown  Galleries,  New  York,  Bishop,  3-23  May 

1949,  no.  23;  William  Rockliill  Nelson  Gallery  of  Art  and  Mary 
Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Contemporary 
American  Paintings,  4-29  March  1951,  no  cat.;  New  Jersey  State 
Museum,  Trenton,  Paintings  by  Isabel  Bishop,  Sculpture  by  Doro- 
thea Greenbaum,  2  May-5  July  1970,  no.  lo;  University  of  Arizona 
Museum  of  Art,  Tucson,  Isabel  Bishop,  3  November  1974-31  July 
1975  (traveled),  no.  36. 

References 

Painting  in  the  United  States,  1946,  exh.  cat.  (Pittsburgh:  Carne- 
gie Institute,  1946),  unpaginated  (as  Girl  with  a  Newspaper);  J.  R., 
"Art  and  Artists:  Moderns  Please  the  Timid  in  Show  at  the  Art 
Institute,"  Kansas  City  Star,  12  December  1947,  33  (as  Girl  with 
Newspaper);  "Art  and  Artists:  Free  Art  Exhibits  to  Open  Sunday  in 
City  Galleries,"  Kansas  City  Star,  5  March  1948,  20;  "Art,"  Time, 
23  May  1949,  69;  Winifred  Shields,  "Art  and  Artists:  High  Quality 
of  a  New  Exhibit  Inspires  Praise  beyond  Usual,"  Kansas  City  Star, 
9  March  1951,  17  (as  Girl  Reading  Newspaper);  Gallery  News 
(William  Rockliill  Nelson  Gallery  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts)  17  (March  1951),  unpaginated  (as  Girl  Reading 
Newspaper);  Paintings  by  Isabel  Bishop,  Sculpture  by  Dorothea 
Greenbaum,  exh.  cat.  (Trenton:  New  Jersey  State  Museum,  1970), 
unpaginated;  NAMA  1973,  250  (as  Girl  Reading  Newspaper); 
Isabel  Bishop,  exh.  cat.  (Tucson:  University  of  Arizona  Museum  of 
Art,  1974),  61,  197-98;  Donna  G.  Bachmann  and  Sheny  Piland, 
Women  Artists:  An  Historical,  Contemporary  and  Feminist  Bibliog- 
raphy (Metuchen,  N.J.:  Scarecrow  Press,  1978),  220  (as  Girl  Read- 
ing Newspaper);  Donna  Bachmann,  "Hidden  Treasures  by  Women 
at  the  Nelson,"  Forum,  Summer  1983,  8, 16  (as  Girl  Reading  News- 
paper); Helen  Yglesias,  Isabel  Bishop  (New  York:  Rizzoli,  1989), 
100;  NAMA  1991,  156-57  (as  Girl  Reading  a  Newspaper). 


Ralph  Albert  Blakelock  (1847-1919) 
Forest  Landscape,  n.d. 

Oil  on  canvas 
16  X  24  in.  (40.6  X  61  cm) 
Signed  lower  right:  Blakelock 
Bequest  of  Thomas  J.  Strickler,  59-5 

Technical  Notes 

The  original  canvas  is  lined  with  a  glue-based  adhesive.  Tape  covers 
the  obverse  edges.  The  white  ground  layer  was  painted  thinly.  The 
primaiy  paint  layers  were  indirectly  painted  in  rich,  thin,  fluid 
greens,  browns,  and  reds.  Above  these  layers,  Blakelock  applied 
opaque,  thicker  paint  to  render  highlights  and  then  glazed  over  the 
impasto.  Diagonal  mechanical  cracks  appear  throughout.  Traction 
cracks  have  formed  in  darker  passages  of  the  painting.  Minimal 
paint  loss  appears  at  the  lower  left,  and  paint  abrasion  is  evident 
on  the  central  rock.  The  painting  is  structurally  sound.  The  unsatu- 
rated varnish,  which  is  not  continuous,  is  likely  synthetic. 

Provenance 

Thomas  J.  Strickler,  Kansas  City,  Mo.,  by  1958;  to  NAMA,  1959. 
Exhibitions 

Art  Galleries,  University  of  California,  Santa  Barbara,  The  Enigma 
of  Ralph  A.  Blakelock:  1847-1919,  7  Januaiy-23  June  1969  (trav- 
eled), no.  92;  William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Cen- 
tury American  Painting,  17  February-31  March  1974,  no  cat.; 
William  Rockliill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Kaleidoscope  of  American  Paint- 
ing: Eighteenth  and  Nineteenth  Centuries,  2  December  1977-22 
January  1978,  no.  65. 

References 

"An  Estate  of  $204,301,"  Kansas  City  Times,  30  December  1958, 
3;  The  Enigma  of  Ralph  A.  Blakelock:  1847-1919,  exh.  cat.  (Santa 
Barbara:  Art  Galleries,  University  of  California,  1969),  30,  78; 
NAMA  1973,  250;  NAMA  1977,  54. 
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Edwin  Rowland  Blashfield  (1848-1936) 
Medieval  Art,  1936 

Oil  on  canvas 

7214  X  48  in.  (183.5  X  121.9  cm) 

Signed  and  dated  lower  right:  E.  H.  Blashfield  / 1936 

Gift  of  Heniy  W.  Ranger  Fund  of  The  National  Academy  of  Design,  38-13 

Technical  Notes 

The  canvas  is  an  unlined,  medium-weight,  plain-weave  fabric. 
Intact  tacking  margins  indicate  the  dimensions  are  original.  The 
thin,  even,  and  off-white  ground  layer  was  likely  appUed  commer- 
cially. Graphite  lines  are  visible  beneath  the  paint  layer.  A  detailed 
underdrawing  outlines  the  model  of  Notre-Dame  held  by  the  cen- 
tral figure.  A  horizontal  graphite  hue  is  visible  above  the  figure  on 
the  right.  Blashfield  used  a  compass  to  draw  circular  shapes  and 
arcs  for  the  rose  window.  Two  circular  shapes  are  incised  into  the 
paint  at  the  center  right  side,  and  numerous  pinpoint  holes  in  the 
wet  paint  may  have  been  made  by  a  compass  point.  The  consis- 
tency of  the  paint  ranges  from  thick,  somewhat  dry,  and  paste- 
like to  thin,  fluid,  and  medium-rich.  Several  medium-rich  glazes 
are  evident  in  the  upper  background  under  ultraviolet  light,  and 
several  paint  strokes  appear  on  top  of  the  natural  resin  varnish.  A 
small  tear  is  located  on  the  top  edge,  near  the  left  side.  Localized 
mechanical  cracks  are  found  in  thickly  painted  areas. 

Provenance 

National  Academy  of  Design,  by  purchase  for  the  Hemy  W.  Ranger 
Fund,  1937;  to  NAMA,  1938. 

Exhibition 

National  Academy  of  Design,  New  York,  National  Acadeimj  of 


Design  111th  Annual  Exhibition,  20  March-10  Aprfl  1936,  no.  54 
(as  Mediaeval  Art). 

References 

Edward  Alden  Jewell,  "The  Old  Familiar  Faces:  National  Academy 
Opens  111th  Annual  Exliibition — Work  by  Invited  Artists,"  New 
York  Times,  22  March  1936,  X8;  Catalogue  of  the  One  Hundred 
and  Eleventh  Annual  Exhibition,  exh.  cat.  (New  York:  National 
Academy  of  Design,  1936),  20  (as  Mediaeval  Art);  The  Works  of 
Edwin  Rowland  Blashfield  (New  York:  Charles  Scribner's  Sons, 
1937),  unpaginated;  National  Academy  Bulletin,  no.  3  (New  York: 
National  Academy  of  Design,  1937),  14  {siS  Mediaeval  Art);  "Nelson 
Gallery  Month's  Masterpiece,"  Kansas  City  Journal-Post,  7  August 
1938,  6B;  "Midwestern  Interest  in  Art  Flares  in  Times  of  Con- 
troversy," Kansas  City  Star,  2  September  1938,  15;  Henry  Ward 
Ranger  Centennial  Exhibition  Sponsored  by  the  National  Academy 
of  Design  and  the  Smithsonian  Institution,  exh.  cat.  (New  York: 
National  Academy  of  Design,  1958),  33. 


Albert  Bloch  (i882-i96i) 

Die  drei  Pierrots  Nr  2  (The  Three  Pierrots  No.  2),  1911  -f 

{Die  drei  Pierrots) 

Oil  on  canvas 

3oyi6  X  22%  in.  (77  X  57.8  cm) 

Signed  with  monogram  upper  right:  /B;  inscribed  on  verso  top:  'DIE 
DREI  PIERROTS' NO.  II.  25/XI-1911 
Gift  of  Mrs.  Albert  Bloch,  F97-14/1 

Technical  Notes 

The  canvas  is  a  loosely  woven,  medium-weight,  linen  duck  fabric. 
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It  is  primed  with  a  thin,  opaque*,  white  gi'ound  laver,  Tlie  tack- 
ing margins  have  been  strip-lined  but  remain  intact,  indicating  the 
dimensions  are  original.  Bloch  applied  an  opaque,  red-browm  impii- 
matura.  The  possible  presence  of  an  earlier  painting  is  suggested 
by  b)"ushstrokes  and  palette  knile  impi'essions  in  the  imderlying 
paint  layer  that  do  not  correspond  to  the  final  composition  and  by 
a  light-colored  band  on  the  right  edge  visible  wdth  X- radiography. 
The  painting  was  rendered  using  a  direct,  wet-into-wet  technique 
with  a  biiish  and  palette  knife.  Thick,  pastelike  paint  consistency 
and  p]-onounced  brushwork  create  an  active  surface  texture.  Mini- 
mal paint  abrasion  at  the  bottom  left,  bottom  right,  and  top  edge 
are  likely  bv-products  of  the  aitist's  working  teclmif|ue  of  sci'aping 
into  the  paint  as  he  worked.  Two  small  areas  of  retouch  are  e^ddent 
on  the  figure  at  left,  and  the  upper  i-ight  corner  was  retouched. 
An  abandoned  portrait  appears  on  the  \'erso.  Museum  conser- 
vation staff  cleaned  and  applied  S)aithetic  varnish  to  the  painting 
in  1987. 

Provenance 

To  Mrs.  Albert  Bloch  (the  artist's  widow),  Lawrence,  Kans.,  1961; 
to  NAMA,  1997. 

Related  Work 

Die  Drei  Pierrots  Nr  1,  1911,  oil  on  canvas,  65  x  50  in.  (165.1  x 
127  cm),  private  collection. 

ExtllBITIONS 

Galerien  Thannhauser,  Mimich,  Die  erste  Ausstelliing  der  Redak- 
tion  der  Blaue  Reiter,  18  December  1911-1  Januaiy  1912,  no.  7 
(traveled  in  modified  form  to  several  other  European  cities, 
1912-14);  Der  Sturm,  Leitung;  lienvarth  Walden,  Berlin,  Der 
Blaue  Reiter,  Franz  Flaiiin,  Oskar  Kokoschka,  Exj>re.ssionisteii: 
Erste  Ausstelhing  der  Sit  iriii,  12  March— 10  April  1912,  no.  5^ 

Der 

Neue  Kunstsalon,  Munich,  A,  Bloch — Miijichen,  May  1913,  no.  24 
(as  Die  drei  Pierrots)-  Berlinische  Galerie,  Museum  fii]'  Moderne 
Kunst,  Photographic  und  Architektm;  Stationen  der  Moderne: 
Die  hedeutenclen  Knnstaiisstellungen  des  20.  Jalirliiinderls  in 
Deutscliland,  25  September  1988-8  lanuaiy  1989,  no.  7  (as  Die 
drei  Pierrots);  Nelson-Atkins  Musemn  of  Art,  Kansas  City  Mo., 
Albert  Bloch:  The  American  Blue  Rider,  26  Januaiy-7  December 
1997  (traveled),  no.  5;  PloUis  Taggart  Galleries,  New  York,  Coi}- 
cerning  Expressionism:  American  Modernism  and  the  German 
Avant-Garde,  19  May-31  July  1998,  no.  2;  Stiidtische  Galerie  im 
Lenbachhaus  und  Kunstbau,  Mmiich,  Der  Blaue  Reiter  und  das 
Neue  Bild:  Voi}  der  "Neuen  Kiinsdervereinigung  Miinchen"  zum 
"Blauen  Reiter,"  3  July-3  October  1999,  no.  251. 

References 

Wassily  Kandinsky  and  Franz  Marc,  Die  erste  Ausstelhing  der 
Reclaktion  der  Blaue  Reiter,  exh.  cat.  (Munich:  F.  Bruckmann, 
1911),  3;  Zeitung  Hagen,  6  July  1912,  clipping,  NAMA  curatorial 
files;  Richard  C.  Green,  "Albert  Bloch,  His  Early  Gareer:  Munich 


and  der  Blaue  Reiter,"  Pantheon:  Internationale  Zeitschrift  fiir 
Kunst  39  (Januaiy-March  1981),  71-72,  74;  fanice  McGullagh, 
"Disappearances;  Appearances:  The  First  Exhibition  of  the  'Blaue 
Reiter,'"  A/t.s  Magazine  62  (September  1987),  46;  Stationen  der 
Moderne:  Diebedeutenden  Kunstausstellungen  des  20.  Jahrhunderts 
in  Deutscldand,  exh.  cat.  (Berlin:  Berfinische  Galerie,  in  associa- 
tion with  Nicolai,  1988),  112-13,  i^o  (as  Die  drei  Pierrots);  Armin 
Zweite,  The  Blue  Rider  in  the  Loibachhaus,  Munich  (Munich: 
Prestel-Verlag,  1989),  32  (ill.  in  installation  shot  of  Blue  Rider 
exhibition);  Maria  Schuchter,  "Albert  Bloch,"  Ph.D.  diss.,  Univer- 
sitat  Innsbruck,  1991, 24  (as  Die  Drei  Pierrots),  62  (as  Drei  Pierrots), 
126;  Bruce  Altschuler,  The  Avant-Garde  in  Exhibition:  Neic  Art  in 
the  20th  Centurij  (New  York:  Hany  N.  Abrams,  1994),  51;  David 
Gateforis,  "Albert  Bloch:  The  American  Blue  Vader,"  American  Art 
Review  9  (Januaiy-Febriuuy  1997),  132-33,  135;  Gharles  Gow- 
drick,  "Art:  The  Reluctant  Modernist,"  Pitch  Weekly  (Kansas  Gity, 
Mo.),  6  Februaiy  1997,  47;  Siinone  Dattenberger,  "Schemenhaftes 
im  Spinnweb-VVald,"  Miinchner  Merkur,  16  April  1997,  8;  Alex- 
ander Hosch,  "Amerikas  Blauer  Reiter,"  Passauer  Neue  Presse, 
10  June  1997,  unpaginated;  Hemy  Adams,  Margaret  G.  Gonrads, 
and  Annesret  Hol:)e)-g;,  eds.,  Albeii  Bloch:  The  American  Blue 
Rider,  exh.  cat.  (Munich:  Pi-estel-Verlag,  in  association  with  Nelson- 
Atkins  Museum  of  Art  and  Sttidtische  Galerie  im  Lenbachhaus, 
1997),  27-28,  32,  61,  64,  67,  76n24,  209,  pi.  5;  Annegret  Hoberg 
and  Hemy  Adams,  eds.,  Albert  Bloch:  Ein  amerikaiiischer  Blauer 
Reiter,  exh.  cat.  (Munich:  Prestel-Verlag,  in  association  with 
Stadtische  Galerie  im  Lenbachhaus,  1997),  27-28,  32,  61,  64, 
67,  76n24,  209,  pi.  5;  Frank  Baron,  Helmut  Arntzen,  and  David 
Gateforis,  eds.,  Albert  Bloch:  Artistic  and  Literanj  Perspectives 
(Munich:  Prestel-Verlag,  in  association  \vith  Max  Kade  Genter 
for  German-American  Studies,  University  of  Kansas,  1997),  15, 
42-43,  45,  53n23,  122,  173,  pi.  4;  Jufie  Aronson,  "New  at  the  Nel- 
son: Two  Paintings  by  Albert  Bloch  Donated,"  Calendar  of  Events 
(Nelson-Atkins  Museum  of  Art),  March  199S,  2,  cover;  Concern- 
ing Expressio)\isni:  American  Modernism  and  the  German  Avant- 
Garde,  exh.  cat.  (New  York:  Llolfis  Taggart  Galleries,  1998),  28, 
33,  112;  Annegret  Hoberg  and  lielmut  Friedel,  eds.,  Der  Blaue 
Reiter  uiid  das  Neue  Bild:  Von  der  "Neuen  Kiiustlervereinigung 
Miinchen"  zuni  "Blauen  Reiter,"  exh.  cat.  (Munich:  Prestel-Verlag, 
in  association  vvdth  Stadtische  Galerie  im  Lenbachhaus,  1999),  318, 
351,  pi.  173. 
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Albert  Bloch  (i882-1961) 
Klagelied  {Lamentation),  1912-13  4- 

Oil  on  canvas 

38'/4  X  40%  in.  (97.8  x  102.6  cm) 

Signed  with  monogram  center:  ^;  inscjiljed  on  ver.so  upper  left: 
I  bis  VIII/ 1913 

Gift  of  Dr  and  Mrs.  Harold  J.  Lasl<y,  F98-29 

Technical  Notes 

The  tightly  woven,  medium-weight,  plain-weave  canvas  is  unlined. 
Intact  tacldng  margins  indicate  the  dimensions  are  original.  The 
ground  layer  consists  of  a  thin,  even  appHcation  of  opaque,  off- 
white  primer,  probably  commercially  apphed.  A  loosely  brushed 
underdrawing  of  thin,  somewhat  diy  paint  is  apparent  with  infra- 
red reflectography.  Under  visible  hght,  these  Hues  are  apparent  in 
thinly  painted  areas,  such  as  the  pui-ple  figure  at  the  upper  left. 
They  were  mainly  painted  in  black,  but  some  fine  blue  lines  are  also 
visible.  Bloch  undei-painted  the  forms  with  opaque  paint,  followed 
by  multiple  layers  of  opaque  paint  and/or  transparent  glazes.  Thick 
brushstrokes  in  the  underlying  paint  layer  reveal  that  the  lower  left 
figure  was  initially  larger  and  more  triangular  in  shape.  The  ground 
and  underlying  paint  layers  show  through  in  thinly  painted  areas. 
Paint  strokes  vaiy  in  width.  A  halo  effect  was  achieved  around  the 
circular  shapes  and  heads  of  figures  using  thick  paint,  incised  with 
parallel  fines  over  which  a  layer  was  blended  with  a  diy  brush  and 
parallel  brushstrokes.  One  small  paint  loss  at  the  center  bottom 
edge  was  retouched  and  is  slightly  discolored.  The  slightly  dis- 
colored varnish  mtry  be  an  oil  varnish  that  Bloch  appfied  unevenly. 
Drip  marks  indicate  the  painting  was  upright  when  it  was  var- 
nished. Selected  areas  do  not  fluoresce  under  ultraviolet  radiation, 
indicating  Bloch  may  have  applied  paint  on  top  of  the  varnish. 

Provenance 

Arthur  Jerome  Eddy,  Chicago,  by  1915;  (Wifiiams,  Barker  & 
Severn  Co.,  Chicago,  20  Januaiy  1937,  lot  158);  to  (Leo  Buntman, 


Chicago);  to  Dr.  and  Mrs.  Harold  J.  Lasky,  Evanston,  lU.,  1986; 
to  NAMA,  1998. 

Exhibitions 

Der  Sturm,  Leitung:  Herwarth  Walden,  Berlin,  Zwanzigste  Ausstel- 
lung:  Albert  Bloch,  December  1913,  no.  37;  Art  Institute  of  Chi- 
cago, Exhibition  of  Modern  Paintings  by  Albert  Bloch  of  Munich, 
July-September  1915  (traveled),  no.  5  (as  Lamentation);  Art  Insti- 
tute of  Chicago,  Exhibition  of  Paintings  from  the  Collection  of  the 
Late  Arthur  Jerome  Eddy  of  Munich,  19  September-22  October 
1922,  no.  6;  Municipal  Art  Commission  (New  York),  First  National 
Exhibition  of  American  Art,  18  May-i  July  1936,  no.  495  (as  Lam- 
entation); Nelson-Atldns  Museum  of  Art,  Kansas  City,  Mo.,  AlbeH 
Bloch:  The  American  Blue  Rider,  26  January-7  December  1997 
(traveled),  no.  16. 

References 

A.  H.,  "Die  zwanzigste  Ausstellung  des  Sturm,"  Berliner  Borsen- 
kurier,  25  December  1913,  unpaginated;  Catalogue  of  an  Exhibition 
of  Modem  Paintings  by  AlbeH  Bloch  of  Munich,  exli.  cat.  (Chicago: 
Art  Institute  of  Chicago,  1915),  7,  11,  13  ('^^^  Lamentation);  Arthur 
Jerome  Eddy,  Cubists  and  Post-Impressionism,  rev  ed.  (Chicago: 
A.  C.  McClurg,  1919),  202;  Exhibition  of  Paintings  front  the  Collec- 
tion of  the  Late  Arthur  Jerome  Eddy  of  Munich,  exh.  cat.  (Chicago: 
Art  Institute  of  Chicago,  1922),  upaginated;  First  National  Exhibi- 
tion of  American  Art,  exli.  cat.  (New  York:  City  of  New  York  Munic- 
ipal Art  Committee,  1936),  17  (as  Lamentation);  Wilfiams,  Barker 
&  Severn  Co.,  Chicago,  20  Januaiy  1937,  lot  158;  Maria  Schuchter, 
"Albert  Bloch,"  Ph.D.  diss.,  Universitat  Innsbruck,  1991,  103, 
149;  Heniy  Adams,  Margaret  C.  Conrads,  and  Annegret  Hoberg, 
eds.,  Albert  Bloch:  The  Americon  Blue  Rider,  exli.  cat.  (Munich: 
Prestel-Verlag,  in  association  with  Nelson-Atkins  Museum  of  Art 
and  Stadtische  Galerie  im  Lenbachhaus,  1997),  34,  209,  pi.  18; 
Annegret  Hoberg  and  Henry  Adams,  eds.,  Albert  Bloch:  Ein  ameri- 
kanischerBlauerReiter,  exh.  cat.  (Munich:  Prestel-Verlag,  in  asso- 
ciation with  Stadtische  Galerie  im  Lenbachhaus,  1997),  34,  209, 
pi.  18;  Julie  Aronson,  "New  at  the  Nelson:  Painting  by  American 
Blue  Rider  Joins  Collection,"  Calendar  of  Events  (Nelson-Atkins 
Museum  of  Art),  Summer  1999,  2,  cover. 
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Albert  Block  (1882-1961) 

Composition  Red  and  Blue,  1926 
(Pastorale:  Red  and  Blue) 

Oil  on  canvas,  mounted  on  Masonite 

X  33'/2  in.  (99.7  X  85.1  cm) 
Signed  with  monogram  right  side:  ^ 
Gift  of  Dr.  and  Mrs.  Eric  Voth,  2004.22 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  was  originally  stretched  and 
later  mounted  by  an  assistant  of  the  artist's  to  a  Masonite  panel  wth 
a  lead  putty-based  adhesive.  Under  specular  illumination,  isolated 
small  bumps  are  apparent  and  probably  relate  to  the  mounting 
adhesive.  Bloch  applied  the  opaque,  off-white  ground.  He  applied 
thin  layers  of  opaque,  semitransparent,  and  transparent  paint 
strokes  to  build  the  composition.  The  consistency  of  the  paint  is 
thin,  fluid,  and  medium-rich.  Glazes  were  worked  into  the  under- 
lying paint  layers  and  further  emphasize  the  paint  and  canvas 
textures.  Fine  strokes  of  semitransparent  and  transparent  paint 
outline  many  of  the  compositional  forms,  especially  the  leaves, 
trees,  and  central  figures.  A  few  somewhat  thick  glazes  exhibit  drip 
marks  at  their  edges.  The  canvas  weave  is  prominent,  especially  in 
thinly  painted  regions  where  Bloch  appears  to  have  scraped  the 
paint.  Museum  conservation  staff  treated  the  painting  in  2004,  at 
which  time  a  discolored  natural  resin  varnish  was  removed  and 
scratches  in  the  upper  left  corner  and  the  pi-oper  left  elbow  of  the 
flute  player  at  the  upper  right  were  filled  and  retouched  and  a  thin, 
natural  resin  varnish  was  applied. 

Provenance 

To  Paul  Mannen  (student  of  Blochs),  Kansas  City,  Mo.,  1957; 
to  Dr.  Harold  Voth  (Bloch's  doctor),  Topeka,  Kans.,  1975;  to 
Dr.  Eric  A.  Voth  (his  son),  Topeka,  Kans.,  1984;  to  NAMA,  2004. 


Exhibitions 

Arts  Club  of  Chicago,  Paintings  by  Alhen  Bloch,  18-31  March 
1927,  no.  36  (as  Pastorale:  Red  and  Blue);  Nelson-Atkins  Museum 
of  Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as 
Muse,  5  Februaiy-31  July  2005,  no  cat. 

References 

Catalogue  of  an  Exhibition  of  Paintings  by  AlbeH  Bloch  ,  exh.  cat. 
(Chicago:  Arts  Club  of  Chicago,  1927),  unpaginated  (as  Pastorale: 
Bed  and  Blue);  Maria  Schuchter,  "Albert  Bloch,"  Ph.D.  diss.,  Uni- 
versitat  Innsbruck,  1991,  66,  131;  Frank  Baron,  Helmut  Arntzen, 
and  David  Cateforis,  eds . ,  Albert.  Bloch:  Artistic  and  Literanj  Perspec- 
tives (Munich:  Prestel-Verlag,  in  association  wnth  McLx  Kade  Center 
for  German-American  Studies,  University  of  Kansas,  1997),  158; 
Randall  R.  Griffey,  "Bingham  to  Benton:  The  Midwest  as  Muse," 
American  Art  Revieic  17  (April  2005),  96,  101. 


Albert  Block  (iS82-i96i) 

Winter  in  the  Dead  Wood,  1934-38  + 
(Winter  in  Toten  Wald) 

Oil  on  canvas 

3o'/s  X  36'/s  in.  (76.5  x  91.8  cm) 

Signed  with  monogram  and  dated  lower  center:     / 1934 
Gift  of  Mrs.  Albert  Bloch,  F97-14/2 

Technical  Notes 

The  unlined  canvas  has  a  rather  hea\y,  tightly  woven,  plain  weave 
and  appears  to  be  cotton.  Intact  tacking  margins  indicate  dimen- 
sions are  original.  The  opaque,  beige  ground  layer  was  Hkely 
artist-applied.  The  landscape  consists  of  multiple  layers  of  opaque, 
transparent,  and  semitransparent  paint  and  includes  stippled  tex- 
tures, moderate  impasto,  and  pronounced  brushwork.  Incised 
lines  in  the  paint,  probably  formed  wath  the  end  of  a  brush,  are 
concentrated  around  the  sun.  The  synthetic  varnish  was  appfied 
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during  a  cleaning  in  the  late  1980s.  An  early  photograph  of  the 
landscape  reveals  hvo  changes.  Blocli  overpainted  a  skull  in  the  left 
foreground  and  an  owl  sitting  on  a  tree  stump  at  center  left.  These 
may  have  been  made  in  1938,  as  his  handwritten  notation  on  the 
original  backing  boaixl  includes  the  dates  "1934-38." 

Provenance 

To  Mrs.  Albert  Bloch  (widow  of  the  artist),  Lawrence,  Kans.,  1961; 
to  NAMA,  1997. 

Exhibitions 

Municipal  Art  Committee  (New  York),  First  National  Exhihitioi  of 
American  Art,  18  May-i  July  1936,  no.  494;  Goethe  House,  New 
York,  Albert  Bloch:  Selected  Paintings  a)i(l  Drawings,  3  Decem- 
ber 1963-6  )anuaiy  1964,  no.  9;  Stadtische  Galerie  im  Lenbach- 
haus,  Munich,  Germany,  Ai(/?(?)t  Block:  Bin  ainerikaitisclier  Blatter 
Reiter,  1882-1Q61,  November  1964-August  1965  (traveled),  no.  16 
(as  Winter  in  Toten  Walcl);  Pembroke-Countiy  Day  School  Kansas 
City,  Mo.,  Exiiihilioit  of  Faititings  and  Drawings  btj  Albert  Bloch, 
4-29  April  1966,  oils,  no.  2;  Wichita  Art  Association,  Kans.,  Albert. 
Bloch,  i882-ig6i,  December  i969-]ainiarv  1970,  oils,  no.  lO; 
Munson-WiUiams-Proctor  Institute,  Utica,  N.Y.,  Albeii  Bloch, 
1882-1Q61,  an  American  Expressioitisl:  Paintings,  Drawings, 
Prints,  3  Februaiy-3  March  1974,  no.  27;  Universit)'  of  Kansas, 
Lawrence,  Albei~t  Bloch  Memorial  Exhibition,  2-22  April  1978, 
no.  13;  William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  Kansas  Cit)/,  Mo.,  Albert  Bloch:  Blaite  Reiter 
Anist  in  the  Michvest,  Retrospective  Exhibition,  iQii-igs8:  Oils, 
Watercolors,  Drawings,  8  October-5  November  1978,  no.  13; 
Nelson-Atkins  Museimi  of  Art,  Kansas  CiW,  }^lo.,  Albert  Bloch.  Fhe 
Anu^rican  Blue  Rider,  26  Januaiy-7  December  1997  (traveled), 
no.  36;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Bing- 
han\  to  Benton:  Fhe  Midwest  as  Muse,  5  Februaiy-31  July  2005, 
no  cat. 

References 

"All  America  Represented  in  New  York's  First  National  Show;  with 
Complete  List  of  the  Exhibitors,"  Art  Digest  10  (June  1936),  35; 
First  National  Exhibition  ofAmeiican  Art,  exli.  cat.  (New  York:  City 
of  New  York  Municipal  Art  Committee,  1936),  17;  "Nelson  Galleiy 
Exhibits  Painting  by  Albeit  Bloch,"  Kansas  City  Star,  3  Novem- 
ber 1944,  16;  Albeii:  Bloch:  Selected  Paiirtiitgs  and  Draicings, 
exh.  cat.  (New  York:  Goethe  House,  1963),  unpaginated;  Albert 
Bloch:  ein  amerikanischer  Blatter  Reiter,  1882-1Q61,  exh.  cat. 
(Bonn:  Amerikanische  Botschaft,  Kulturabteilung,  1964),  unpagi- 
nated (as  Winter  in  Foten  Wald);  "Versprengte  Blaue  Reiter," 
MiinchnerMerkur,  2  December  1964,  clipping,  NAMA  curatorial 
files;  Alhen  Bloch,  1882-10,61,  exh.  cat.  (Wichita,  Kans.:  Wichita 
Art  Association,  1969),  unpaginated;  Jonas  Kover,  "Fears,  Frus- 
trations and  Inhumanity  Portrayed  in  Bloch  Exhibit  at  M-W-P," 
Observer  Dispatch  (Utica,  N.Y.),  12  Februaiy  1974,  29;  "Albert 
Bloch  (1882-1961)  an  American  Expressionist,"  Mttnson-Williams- 
Proctor  Institwte  Btdletin,  Februaiy  1974,  unpaginated;  "Albert 


Bloch  (1882-1961):  An  American  Expressionist,"  Connoisseur  186 
(May  1974),  Qo;  Albert  Bloch,  1882-1Q61,  an  American  Expression- 
ist- Paititinas,  Draicim's.  Pritits,  exh.  cat.  (Utica,  N.Y.:  Museum  of 
Art,  Munson-Wilhams-Proctor  Institute;  Clinton,  N.Y.:  Edward  D. 
Root  Art  Center,  Hamilton  College,  1974),  10, 14;  Maria  Schuchter, 
"Albert  Bloch,"  Ph.D.  diss.,  Universittit  Innsbruck,  1991,  95-96, 
133;  Werner  Mohr,  "Albert  Bloch  as  Caricaturist,  Social  Critic, 
and  Authorized  Translator  of  Kari  Kraus  in  America,"  Ph.D.  diss., 
Universit)' of  Kansas,  1994,  254,  26in38,  fig.  72;  Frank  Baron,  ed., 
German  Poetrtj  in  War  and  Peace:  A  Dtial-Eangtiage  Anthology, 
trans.  Albeit  Bloch  (Lawrence:  Max  Kade  Center  for  German - 
American  Studies,  Uiw'ersit)' of  Kansas,  1995),  xxi,  xxwi,  103;  Da\id 
Cateforis,  "Albeit  Bloch:  The  American  Blue  Rider,"  American 
Art  Revieic  9  (Januaiy-Februaiy  1997),  130,  135;  Da\id  Conrads, 
"Major  American  Artist  Resurfaces  in  Kansas  City,"  Christian  Sci- 
ence Monitor,  27  Februaiy  1997,  lo;  Heniy  Adams,  Margaret  C. 
Conrads,  and  Annegret  Hoberg,  eds.,  Albert  Bloch:  Fhe  Ametican 
Blue  Rider,  exh.  cat.  (Munich:  Prestel-Veriag,  in  association  with 
Nelson-Atkins  Museum  of  Art  and  Stadtische  Galerie  im  Lenbach- 
haus,  1997),  49-50,  81,  211,  pi.  36;  Annegret  Hoberg  and  Heniy 
Adams,  eds.,  Albeii  Bloch:  Ein  amerikanischer  Blatter  Reiter 
(Munich;  Prestel-Verlag,  in  association  with  Stadtische  Galerie  im 
Lenbachhaus,  1997),  49-50,  81,  211,  pi.  36;  Frank  Baron,  lielmut 
Arntzen,  and  David  Cateforis,  eds.,  Albert  Bloch:  Artistic  and  Fit- 
erary  Perspectives  (Munich:  Prestel-Verlag,  in  association  \\ith 
Max  Kade  Center  for  German-American  Studies,  University  of 
Kansas,  1997),  158;  Jufie  Aronson,  "New  at  the  Nelson:  Two  Paint- 
ines  bv  Albeit  Bloch  Donated,"  Calendar  of  Events  (Nelson-Atkins 
Museum  of  Art),  March  1998,  2;  Randall  R.  Griffey,  "Bingham  to 
Benton:  The  Midwest  as  Muse,"  American  Art  Review  17  (April 
2005),  100-101. 
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Ross  Eugene  Braught  (1898-1983) 
Tschaikovshj's  Sixth,  1935 

Oil  on  canvas 

35%  X  4o'/s  in.  (91.1  X  101. 9  cm) 

Signed  and  dated  lower  right:  Ross  Bi-aught  35 

Gift  of  Mrs.  Massey  Holmes,  3S-15 

Technical  Notes 

The  unlined  canvas  is  a  coarse,  loosely  woven,  plain-weave  fabric. 
Intact  tacking  margins  indicate  dimensions  are  original,  although 
the  fact  that  there  are  two  sets  of  tack  holes  suggests  the  canvas 
has  been  removed  from  its  original  stretcher.  The  thin,  off-white, 
and  slightly  transparent  ground  layer  was  probably  applied  by  the 
artist.  A  few  hues,  which  may  be  graphite,  appear  faintly  under 
infrared  reflectography.  Braught  appears  to  have  outlined  the 
mountains  with  dark  blue  paint  strokes.  He  underpainted  the  sky 
with  a  luedium-toned  pui-ple-gray  paint.  He  built  up  the  composi- 
tion directly  using  multiple  layers  of  thi]i,  opaque  paint  of  paste- 
hke  consistency  and  a  matte  appearance.  Infrared  reflectography 
reveals  that  the  artist  initially  extended  the  hfll  on  the  left  across 
the  base  of  the  mountain  peak  at  the  right  edge.  Opaque,  warm 
tones  form  highUghts.  Thick,  textured  paint  appears  in  locaUzed 
areas.  Braught  may  have  reworked  areas  of  the  con:iposition.  This 
latter  paint  application  covers  cracks  that  formed  near  the  outer 
edges  during  the  fii'st  canvas  stretching.  Minor  canvas  draws 
appear  at  the  corners,  but  the  painting  is  in  excellent  condition 
overall.  Cracks  beneath  the  signature  suggest  the  artist  luay  have 
signed  the  painting  at  a  later  date.  The  painting  is  unvarnished  and 
exliibits  an  uneven  surface  sheen. 

Provenance 

To  (Ferargil  Galleries,  New  York,  1938);  to  Ethel  Greenough 
(Mrs.  Massey)  Holmes,  Kansas  City,  Mo.,  1938;  to  NAMA,  1938. 


Related  Work 

Tschaikowshfs  Sixth,  1934,  lithograph,  izWm  x  14%  in.  (32.5  x 
37.8  cm),  Hirschl  &  Adler  Galleries,  New  York.' 

Exhibitions 

Ferargil  GaUeries,  New  York,  Ross  Braught,  14-27  February  1938, 
no.  7  (as  Tschaikowsky's  Sixth);  Hirschl  &  Adler  GaUeries,  New  York, 
Ross  Brought,  iSgS-igSs:  A  Visual  Diary,  16  March-22  April  2000, 
no.  10;  Nelson- Atldns  Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to 
Benton:  The  Midioest  as  Muse,  5  Februaiy-31  July  2005,  no  cat. 

References 

"All  America  Represented  in  New  York's  First  National  Show; 
\vith  Complete  List  of  the  Exliibitors,"  Art  Digest  10  (June 
1936),  35;  Howard  Devree,  "A  Reviewer's  Notebook,"  'New  York 
Times,  20  Februaiy  1938,  8;  Ross  Braught,  exli.  cat.  (New  York: 
Ferargil  Galleries,  1938),  unpaginated  (as  Tschaikowsky's  Sixth); 
H[eniy]  C.  H[askell],  "Art  and  Artists:  The  Artist  Has  to  Expect 
Pubhc  Interest  in  His  Life,"  Kansas  City  Star,  27  Januaiy  1939, 
12;  "Mastei-piece  of  the  Month,"  News  Flashes  (WilKam  Rockliill 
Nelson  Galleiy  of  Art  and  Maiy  Atldns  Museum  of  Fine  Arts)  5 
(Februaiy  1939),  2  (as  Tchaikowsky's  Sixtli);  Pictures  on  Exhibit 
2  (March  1939),  44-45;  NAMA  1940,  24;  NAMA  1941,  166  (as 
Tchaikowsky's  "Sixth  Symphony");  "It  Happened  in  Kansas  City," 
Kansas  Citij  Star,  26  May  1943,  6;  Kansas  Git)'  Philharmonic 
Orchestra,  First  Subscription  Concert  program,  24-25  October  1950, 
cover  (as  Tschaikowsky's  Sixtli);  Winifred  Shields,  "The  Paintings 
of  Ross  Braught  Are  VMd  and  Conuuunicative,"  Kansas  City  Star, 
16  November  1951,  24;  NAMA  1959,  255  (as  Tchaikotcsky's  Sixth 
Symphony);  NAMA  1973,  250  (as  Tchaikowsky's  Sixth  Symphony); 
NAMA  1991, 147  (as  Tchaikovsky's  "Sixth  Sympliony"  [Mako  Sica]); 
Marianne  Berardi,  Under  the  Influence:  The  Students  of  Thomas 
Hart  Benton,  exh.  cat.  (St.  Joseph,  Mo.:  Albrecht-Kemper  Museum 
of  Art,  1993),  62;  Bifl  North  and  Stephen  H.  Goddard,  Rural 
America:  Prints  from  the  Collection  of  Steven  Schmidt,  exh.  cat. 
(Lawrence:  Spencer  Museum  of  Art,  University  of  Kansas,  1993), 
3on29  (as  Tschaikowsky's  Sixth  [Mako  Sico]):  David  Cleveland, 
Ross  Braught,  1S98-19S3;  A  Visual  Diary,  exh.  cat.  (New  York: 
Hirschl  &  Adler  Galleries,  2000),  13,  30;  Randall  R.  Griffey,  "Bing- 
ham to  Benton:  The  Midwest  as  Muse,"  American  Art  Review  17 
(Apiil  2005),  99-100  (illustrated  as  Tschaikowsky's  Sixth  [Mako 
Sica],  in  text  as  Tschaikovsky's  Sixth  [Maco  Sika]). 

Note 

1.  Otiier  examples  oCtliis  iclcMitical  print  widi  a  x  ariety  of  inscribed  dates  are 
\ai-i()nsK-  titled  Tsaikovskij's  Sixth  (with  \ariant  spellings)  or  Maco  Sica. 
See,  for  example,  Ross  Braiii^lil.  iSgS-igSs:  A  Visual  Dianj,  exh.  cat.  (New 
York:  Hirschl  &  Adler  Galleries,  2000),  32,  nos.  43  and  44. 
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Alfred  Thompson  Bricher  (i837-1908) 
Schooner  Close-Hauled,  c.  1883  4- 

Oil  on  canvas 

243/8  X  44'/4  in.  (61.9  x  113  cm) 
Signed  lower  right:  ATBRICHER. 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F81-34 

Technical  Notes 

The  canvas  appears  to  be  a  tightly  woven,  plain-weave  fabric  that  has 
been  lined  with  a  wax-based  adhesive,  flattening  areas  of  impasto 
and  enhancing  the  canvas  weave.  Tacking  margins  are  covered 
with  tape,  making  it  difficult  to  determine  alterations  to  dimen- 
sions. Bricher  appfied  a  transparent,  medium  browai  wash  over  the 
opaque,  off-white  ground  layer.  He  apparently  outlined  the  ships 
and  details  in  the  ships,  seagulls,  and  distant  waves  with  thin  black 
paint  using  a  fine  brush.  He  painted  the  seascape  directly  with 
thick,  fluid  paint,  apphed  wet  into  wet.  A  few  brown  semitranspar- 
ent  glazes  were  apphed  to  the  waves.  Moderate  impasto  is  evident 
in  the  sky,  crashing  waves,  and  detritus  on  the  beach.  Minimal  dis- 
colored retouch  is  present  in  the  sky  and  at  the  edges.  Mechanical 
cracks  have  developed  overall,  but  with  no  visual  impact.  The  var- 
nish is  likely  synthetic;  however,  residue  from  an  earher  discolored 
natural  resin  varnish  remains  in  the  interstices  of  the  paint. 

Provenance 

(Chflds  GaUeiy,  Boston);  to  Emily  Clark  Meyers,  Stonington, 
Conn.,  1966;  to  (Vose  Galleries,  Boston,  1981);  to  NAMA,  1981. 

Related  Work 

Near  'Newport.,  early  1880s,  pencil  and  wash  on  paper,  dimensions 
unknown,  Bricher  Scrapbook  I,  private  coflection. 

Exhibition 

Indianapolis  Museum  of  Art,  A/frec/  Thompson  Bricher,  1837-1908, 
12  September  1973-13  Januaiy  1974  (traveled),  no.  57. 

References 

Jeffrey  R.  Brown,  Alfred  Thompson  Bricher,  1837-1908,  exh.  cat. 
(Indianapohs:  Indianapohs  Museum  of  Art,  1973),  28,  71;  Donald 
Hoffmann,  "Luminist  Oil  Given  to  Galleiy,"  Kansas  City  Star, 
18  October  1981,  8G;  NAMA  1991,  94;  NAMA  1993a,  237. 


Alexander  Brook  (isqs-iqso) 
Portrait  Head,  1937 

Oil  on  canvas 

20  X  16V8  in.  (50.8  X  41  cm) 

Signed  and  dated  lower  left:  A.  Brook — 1937 

Gift  of  the  Friends  of  Art,  38-2 

Technical  Notes 

The  unlined  canvas  is  a  tightly  woven,  lightweight,  plain-weave 
fabric.  Intact  tacking  margins  indicate  that  the  dimensions  are 
original.  The  ground  layer  consists  of  a  thin,  even  application  of 
opaque,  off-white  primer,  likely  commercially  appfied.  Above  this, 
the  artist  first  brushed  a  bright  white,  opaque  ground  layer,  then 
apphed  over  it  an  opaque,  medium -toned  blue-green  imprimatura. 
Brook  painted  directly  with  opaque  paint  with  a  pastelike  consis- 
tency. The  background  consists  of  opaque,  blue-gray  paint  and 
loose  paint  strokes.  The  flesh  tones  are  blended  on  the  neck,  and 
gray  paint  was  added  to  areas  of  shadow.  Thicker  impasto  strokes 
sei-ve  as  highlights  of  the  head,  scarf,  profile,  and  shirt.  Traction 
cracks  expose  the  bright  white  ground  layer  in  the  background,  but 
with  no  visual  impact.  The  varnish  is  probably  synthetic. 

Provenance 

To  (Dowitowi  Gafleiy,  New  York,  1937);  to  Eriends  of  Art,  Kansas 
City,  Mo.,  December  1937;  to  NAMA,  1938. 

Exhibitions 

Kansas  State  Coflege,  Manhattan,  Fine  AHs  Festival,  23  April- 
3  May  1953,  no  cat.;  WiUiam  Rockhfll  Nelson  Galleiy  of  Art 
and  Maiy  Atkins  Museum  of  Eine  Arts,  Kansas  City,  Mo.,  The 
Friends  of  Art  in  Retrospect,  December  1953,  no  cat.;  Wichita  Art 
Museum,  Kans.,  Paintings  Loaned  by  the  Friends  of  Art  Collection, 
William  Rockhill  Nelson  Gallery  and  Atkins  Museum,  Kansas  City, 
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22April-6  May  1956,  no  cat.;  Hackley  Art  Galleiy,  Muskegon, 
Mich.,  Distinguished  Americans,  30  September-28  October  1956, 
no  cat.;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  50  Years 
of  Collecting:  The  Friends  of  Art  at  the  Nelson;  A  Retrospective 
Exhibition,  15  December  1984-15  Januaiy  1985,  no  cat. 

References 

"In  Gallery  and  Studio,"  Kansas  City  Star,  3  December  1937,  33; 
M.K.P.,  "In  Galleiy  and  Studio,"  Kansas  City  Star,  10  December 
1937,  20;  "Triple  Gift  to  Galleiy,"  Kansas  City  Times,  11  Decem- 
ber 1937,  9;  "Friends  of  Art  Give  Three  Pieces  of  Contemporary 
Work  to  Nelson  Galleiy  of  Art  and  Atkins  Museum,"  Kansas  City 
Journal-Post,  19  December  1937,  8B;  "Friends  of  Art,"  Art  Digest 
12  (1  Januaiy  1938),  16;  "Friends  of  Art  Gifts,"  News  Flashes  (Wil- 
liam Rockliill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts)  4  (1  January  1938),  3;  Donita  Ferguson,  "Alexander 
Brook,"  Studio  Internatiomd  18  (July  1939),  20-21;  H[eniy]  C. 
H[askell],  "The  Friends  of  Art  Present  a  Portrait  to  the  Gallery," 
Kansas  City  Star,  29  December  1939,  6;  NAMA  1940,  23;  NAMA 
1941,  149,  159,  166;  "Modern  Painters  Are  Aided  by  the  Friends 
of  Art,"  Kansas  City  Star,  13  April  1947,  9D;  NAMA  1949,  204; 
Winifred  Shields,  "A  Special  Collection  of  Works  Is  Growing  at 
Nelson  Gallery,"  Kansas  City  Star,  19  May  1950,  28;  Winifred 
Shields,  "Key  Role  at  Art  Galleiy  Filled  by  Society  of  500,"  Kansas 
City  Star,  4  Januaiy  1953,  8D;  "Art  Works  Are  Selected  for  Wide 
Range,  Interest,"  Muskegon  (Mich.)  Chronicle,  25  September 
1956,  21;  NAMA  1959,  255;  NAMA  1973,  250;  NAMA  1991,  150. 


Mather  Brown  (1761-1831) 
Portrait  of  a  Man,  c.  1805 

Oil  on  canvas 

30  X  25  in.  (76.2  X  63.5  cm) 
Purcliase:  Nelson  Trust,  32-198/1 

Technical  Notes 

The  tightly  woven  twill  canvas  has  been  lined  using  a  glue-based 
adhesive;  the  original  tacking  margins  have  been  removed.  Infra- 
red reflectography  reveals  underdrawing  outUning  the  contours  of 
the  sitter's  face  and  jacket,  which  Brown  appears  to  have  applied 
by  brush  over  the  thin,  even,  off-white  ground.  These  reveal  that 
Brown  altered  the  shape  of  the  proper  left  blue  lapel.  Cuning 
brushstrokes  beneath  the  proper  left  arm  relate  to  an  object  not 
included  in  the  final  composition.  Browi  rendered  the  portrait 
with  layers  of  thin,  fluid,  opaque  paint  and  transparent  glazes.  The 
paint  surface  is  smooth  with  visible  canvas  texture.  Brown  appears 
to  have  repositioned  the  hand  at  the  lower  right.  The  black  paint 
of  the  original  sleeve  is  visible  beneath  the  flesh  tones  of  the  hand. 
Brown  oveq^ainted  an  area  near  the  bottom  of  the  curtain  wdth 
brown  paint,  and  abrasion  has  revealed  the  red  paint  below.  Mild, 
primarily  vertical  mechanical  cracks  have  developed  overall,  and 
stretcher  cracks  are  present  at  the  perimeter  edges.  Wide  traction 
cracks  appear  at  the  top  right  and  in  the  shirt.  There  are  local  areas 
of  paint  abrasion,  small  areas  of  retouch  scattered  throughout,  and 
a  large  section  of  retouch  in  the  upper  left  background.  The  lines 
between  the  fingers  appear  to  have  been  strengthened.  In  1983 
Museum  consen-ation  staff  selectively  removed  thick,  discolored 
varnish,  filled  and  retouched  paint  losses,  and  applied  a  synthetic 
varnish  with  a  moderately  high  gloss. 

Provenance 

Kari  Loevenick;  (Kleeman-Thorman  Galleries,  New  York,  by  1931); 
to  NAMA,  1932. 
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Exhibition 

Kleeman-Thorman  Galleries,  New  York,  American  Masters, 
12  October-7  November  1931,  no.  6. 

References 

Edward  Alden  Jewell,  "Art:  Early  Paintings  Exhibited,"  Neiv  York 
Times,  17  October  1931,  24;  "Early  American  Paintings:  Kleeman- 
Thorman  Galleries,"  A/tN«us  10  (24  October  1931),  lO;  "American 
Old  Masters  Shown,"  Neio  York  Sun,  [1931?],  clipping,  Scrapbook, 
NAMA  Archives;  "The  Acquisitions,"  Art  Digest  8  (1  December 
1933),  21;  "The  WiUiam  Rockhill  Nelson  Galleiy  of  Art:  Complete 
Catalogue  of  Paintings  and  Drawings,"  Art  News  32  (9  December 
1933),  28;  Charles  O.  Cornelius,  "Period  Rooms  in  the  WiUiam 
Rockliill  Nelson  Museum,"  Art  Neios  32  (9  December  1933),  61; 
NAMA  1933,  136;  NAMA  1941,  166;  NAMA  1959,  255;  NAMA 
1973,  251;  NAMA  1991,  25-26. 


Mather  Brown  (1761-1831) 
Portrait  of  a  Woman,  c.  1805 

Oil  on  canvas 

30  X  25  in.  (76.2  X  63.5  cm) 
Purchase:  Nelson  Trust,  32-198/2 

Technical  Notes 

The  tightly  woven  twill  canvas  was  lined  using  a  glue-based  adhe- 
sive. The  original  tacking  margins  have  been  removed,  but  the 
folded-over  edges  show  that  the  dimensions  have  not  been  altered. 
Infrared  reflectography  reveals  a  few  underdrawing  hues,  which 
Rrovm  brushed  over  the  thin,  opaque,  off-white  ground  to  outline 
the  head  and  facial  features.  These  reveal  that  the  eyeglasses  were 
initially  placed  sUghtly  higher  and  the  edge  of  the  bonnet  extended 


to  the  bow  in  the  back.  Rrown  first  underpainted  sections  of  the 
composition,  then  rendered  the  portrait  with  layers  of  thin,  fluid, 
opaque  paint  and  transparent  glazes.  The  surface  of  the  painting 
is  smooth  vAih  visible  canvas  texture.  Underlying  paint  appearing 
through  traction  cracks  reveals  that  Brown  overpainted  the  left 
edge  of  the  red  drapeiy,  raised  the  proper  left  shoulder  slightly, 
and  adjusted  the  edge  of  the  proper  right  shoulder.  Mild,  shghtly 
cupping  mechanical  cracks  are  present  overall.  Spiral  cracks  are 
located  in  the  hair  and  wrist.  Stretcher  cracks  have  formed  at 
the  edges,  and  traction  cracks  are  also  present.  Some  fine  paint 
wrinkling  is  evident,  and  a  small  bulge  appears  at  the  top  edge  of 
the  canvas.  Museum  consei-vation  staff  removed  several  layers  of 
discolored  natural  resin  varnish  during  treatment  in  1983,  at  which 
time  they  also  filled  and  retouched  paint  losses  and  abrasions  and 
appHed  a  synthetic  varnish  with  a  moderately  high  sheen.  Areas 
of  original  toned  varnish  were  left  in  the  background,  and  these 
appear  dark  and  discolored. 

Provenance 

Karl  Loevenick;  (Kleeman-Thorman  Galleries,  New  York,  by  1931); 
to  NAMA,  1932. 

Exhibition 

Kleeman-Thorman  Galleries,  New  York,  American  Masters, 
12  October-7  November  1931,  no.  7. 

References 

Edward  Alden  Jewell,  "Art:  Early  Paintings  Exhibited,"  Neiv  York 
Times,  17  October  1931,  24;  "Early  American  Paintings:  Kleeman- 
Thorman  Galleries,"  Art  Neif  .s  10  (24  October  1931),  lo;  "American 
Old  Masters  Shown,"  Net l-  York  Sun,  [1931?],  clipping,  Scrapbook, 
NAMA  Archives;  "The  Acquisitions,"  Art  Digest  8  (1  December 
1933),  21  (as  Portrait  of  a  Lady);  "The  William  RockliiU  Nelson 
GaUeiy  of  Art:  Complete  Catalogue  of  Paintings  and  Drawings," 
Art  News  32  (9  December  1933),  28  (as  Fortrait  of  a  Ladif;  NAMA 
1933,  136  (as  Poiirait  of  a  Lady);  NAMA  1941,  166  (as  Portrait  of 
a  Lady);  NAMA  1959,  255  (as  Portrait  of  a  Lady);  NAMA  1973, 
251  (as  Portrait  of  a  Lady);  NAMA  1991,  25-26. 
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Mary  Cassatt  (1844-1926) 

UEnfant  Blonde  (The  Blonde  Child),  c.  1901  -f 
{Fillette  ait  Chapeciu  Bleu;  Head  of  a  Young  Girl; 
Studij  of  a  Girl;  Simone  in  a  Blue  Bonnet  [No.  2]) 

Oil  oil  canvas 

23  X  17%  in.  (,58.4  X  43.1  cni) 

Bequest  (Vom  tlie  collection  of  Mr.  and  Mrs.  W.  J.  Brace,  75-27 


Technical  Notes 

The  canvas  is  a  tightly  woven,  plain -weave  fabric  with  numerous 
slubs  and  x-ariations  in  du-ead  thickness.  The  tacking  margins  have 
been  removed.  The  horizontal  dimension  was  once  folded  under 
and  later  returned  to  its  present  width.  The  canvas  was  lined  widt 
a  wax-based  adhesive.  The  thin,  opaque,  medium  gray  ground 
layer  is  secure  but  abraded.  An  integral  pa]-t  of  the  painting,  the 
ground  was  evenly  applied.  Cassatt  painted  a  few  thin,  calligraphic 
pui-ple-bro\xm  strokes  to  position  the  bonnet,  face,  shoulders,  dress, 
and  colla]-.  These  prehminaiy  lines  ai'e  visible  in  the  final  composi- 
tion. The  portrait  was  rendered  using  a  direct  technique  consisting 
of  opaque  paint  layers.  The  consistency  of  the  paint  was  diy  and 
pastelike.  The  loose  brushstrokes  of  the  body  are  sketchy  The 
face  was  carefully  painted  wdth  thick  paint  wet  into  wet.  A  diago- 
nal pattern  in  the  center  of  the  body  suggests  that  a  palette  knife 
skipped  across  the  surface  during  application.  Paint  abi-asion  has 
compromised  the  appearance,  although  thick  passages  in  the  face 
and  bonnet  are  stable.  Overcleaning  has  exposed  the  canvas  in  sev- 
eral areas  around  the  face  and  collar.  The  exposed  canvas  appears 
dark  browni  because  the  lining  adhesive  has  saturated  the  canvas. 
Lining  has  caused  a  slight  flattening  of  the  impasto  in  the  face.  The 
tack  holes  on  the  right  edge  and  a  small  section  of  abraded  paint 
in  the  upper  left  quadrant  have  been  filled  and  retouched.  The 
porous  ground  layer  absorbed  the  thin,  discolored,  and  suspected 
synthetic  varnish  differently  from  the  paint  layer,  producing  an 
uneven  surface  sheen. 


Provenance 

Pierre  DecourceUe,  Paris,  before  1926;  to  (Hotel  Drouot,  Paris, 
16  June  1926,  k)t  18);  to  (Durand-Ruel,  Paris,  1926);  to  (M.  Knoedler 
&  Co.,  New  York,  June  1926);  to  (Effie  Seaclirest,  Kansas  City,  Mo., 
March  1927);  to  Genevieve  (Mrs.  Manvel  H.)  Davis,  Kansas  City, 
Mo.,  by  1952;  Mrs.  William  James  Brace,  Kansas  City,  Mo.,  by  1959; 
to  NAMA,  1975. 

Related  Works 

Simone  in  a  Blue  Bonnet  (No.  1),  c.  1901,  ofl  on  canvas,  26  x 
19'/^  in.  (66  X  49.5  cm),  San  Diego  Museum  of  Art;  Sara  Seated, 
Leaning  on  Her  Left  Hand,  1901,  oil  on  canvas,  28%  x  21'/^  in. 
(73  X  54.6  cm),  private  collection. 

Exhibitions 

William  RockhiU  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Conteinporanj  Art  from  Bumsas  City 
Collections,  8-30  Januaiy  1959,  no  cat.  (as  Head  of  a  Yoang  Girl); 
WiUiam  RockhiU  Nelson  Galleiy  of  Art  and  Maiy  Atldns  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Kansa.s  City  Collects,  22  Januaiy- 
28  Februaiy  1965,  no.  24  (as  Study  of  a  Girl);  WiUiam  RocldiiU 
Nelson  GaUeiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  Homage  to  Effe  Seachrest,  25  August-9  October 
1966,  no.  8  (as  Study  of  a  Girl);  WiUiam  RockhiU  Nelson  GaUeiy 
of  Ai-t  and  Maiy  Atldns  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
Nineteenth  Century  American  Fainting,  17  Februaiy-31  March 
1974,  no  cat. 

l^EFERENCES 

Alberic  Cahuet,  "Pierre  Decoui-ceUe  CoUectionneur,"  LlUusl  ration 
84  (12  June  1926),  596-97  (as  L'Enfani  blond  and  Enfant  blond); 
Hotel  Drouot,  Paris,  16  June  1926,  lot  18;  "DecourceUe  CoUection," 
Art  News  24  (17  July  1926),  8;  Adolphe  Tabarant,  "Les  Disparus," 
BiiUetin  de  la  Vie  Artistique  7  (July  1926),  206;  Rene  Edouard- 
Joseph,  Dictioniuiire  Biograjdncjuc  dcs  Artistes  Contemj)orains, 
igio-1930  (Paris:  Art  et  Edition,  1930),  1:251;  Edith  Valerio,  Mary 
Cassaii  (Paris:  Les  Editions  G.  Cres  et  Cie,  1930),  pi.  18  (as  Fillette 
an  Chapean);  "Exhibition  Reflects  Growing  Interest  of  Kansas 
Citians  in  Contempoi-aiy  Art,"  Kansas  City  Star,  9  Januaiy  1959,  9 
(as  Head  of  a  Young  Girl);  "Kansas  City's  Privately  Owned  Works 
of  Art  to  Be  Displayed,"  Kansas  Cif/flu,  Januaiy  1965,  58;  "Fine  Art 
in  Growing  Private  Collections  Here,"  Kan.sas  City  Times,  11  Feb- 
ruaiy 1965,  12D  (as  Study  of  a  Girl);  Kan.sas  City  Collects,  exh. 
cat.  (Kansas  City,  Mo.:  William  Rockliill  Nelson  GaUeiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts,  1965),  unpaginated  (as  Study 
of  a  Girl);  NAMA  1966,  13  (as  Study  of  a  Girl);  Adelyn  Dohme 
Breeskin,  Mr/n/  Cassatt:  A  Catalogue  Baisonne  of  die  Oils,  Pastels, 
Watercolors,  and  Drawings  (Washington,  D.G.:  Smithsonian  Insti- 
tution Press,  1970).  172  (as  Simone  in  a  Blue  Bonnet  [No.  2]);  Donald 
Hofbnann,  "The  'Tiaidi'  in  American  Ait,"  Kansas  City  Star,  24  Feb- 
ruary 1974,  4E;  Christie's,  Paris,  21  March  2002,  22. 
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John  Gadsby  Chapman  (1808-1889) 
A  Lazy  Fisherman,  1844  -f 

Oil  on  canvas 

25  X  30  in.  (63.5  X  76.2  cm) 

Signed  with  monogram  and  dated  lower  left:  ^  1844 
Purchase;  Nelson  Trust,  58-12 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  hned,  probably 
with  a  glue-based  adhesive.  The  tacking  margins  have  been  re- 
moved. There  is  an  opaque,  off-white  ground  layer  \^dth  no  e\ddence 
of  an  imprimatura  layer  above  it.  Infrared  reflectography  revealed 
a  loosely  sketched  graphite  underdrawing.  Chapman  created  the 
painting  by  layering  opaque  paint  and  transparent  glazes.  Thick 
paint  wdth  prominent  brushwork  and  a  stippled  texture  depict  the 
clouds,  rocks,  and  figure.  Transparent  glazes  that  were  added  to 
the  rocks  emphasize  the  texture  of  the  paint.  Glazes  were  also 
apphed  to  areas  of  shadow.  Chapman  apphed  broad  horizontal 
brushstrokes  and  fine  paint  strokes  to  construct  the  ripples  and 
surface  of  the  water.  He  used  a  fine  brush  to  produce  the  face, 
basket,  and  fishing  pole.  Pale  tones  were  mixed  to  paint  the  dis- 
tant trees  and  estabfish  space.  Three  horizontal  incised  lines  in  the 
paint  are  located  in  the  upper  left  sky  and  above  the  boy's  proper 
right  foot.  These  incisions  appear  to  have  been  made  while  the 
paint  was  wet,  as  there  is  no  evidence  of  damage  to  the  paint  layer. 
Mechanical  cracks  have  formed  overall,  and  stretcher  cracks  and 
cracks  across  the  corners  also  appear.  Retouch  is  present  at  the 
bottom  edge,  bottom  left  corner,  the  base  of  the  central  rock,  and 
in  the  figure.  The  stippled  paint  and  low  impasto  appear  to  have 
been  flattened  slightly  by  the  fining  technique.  What  appears  to  be 
an  uneven,  natural  resin  varnish  beneath  the  synthetic  varnish  has 
shifted  the  painting's  tonality.  Museum  consen'ation  staff  treated 
the  painting  in  1983  to  stabilize  flaking  and  fifting  paint. 


Provenance 

To  (American  Art-Union,  New  York,  1844);  to  Dr.  James  H. 
Armsby,  Albany,  N.Y,  1844,  until  at  least  1858;  (Salzer  Galleries, 
Los  Angeles,  by  1957);  to  NAMA,  1958. 

Exhibitions 

National  Academy  of  Design,  New  York,  Nineteenth  Annual  Exhi- 
bition, 24  April-6  July  1844,  no.  266;  American  Art-Union,  New 
York,  December  1844,  no  cat.;  Albany  Gallery  of  the  Fine  Arts, 
N.Y,  The  Second  Exhibition,  1847,  no.  3;  Ransom's  Iron  Store, 
Albany,  N.Y.,Albanij  Art  Exhibition  of  Paintings  and  Marbles,  1858, 
no.  57;  National  Galleiy  of  Art,  Washington,  B.C.,  John  Gadsbij 
Chapman:  Painter  and  Illustrator,  16  December  1962-13  Januaiy 
1963,  no.  40;  William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Centiirij 
American  Painting,  17  Februaiy-31  March  1974,  no  cat.;  William 
Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts,  Kansas  Git)',  Mo.,  Kaleidoscope  of  American  Painting:  Eigh- 
teenth and  Nineteenth  Centuries,  2  December  1977-22  Januaiy 
1978,  no.  68;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo., 
Genre,  5  April-15  May  1983,  no.  38. 

References 

"National  Academy  of  Design,"  New  World  8(11  May  1844),  597; 
"National  Academy  of  Design,  Continued,"  New  York  Herald, 
26  May  1844,  1;  "National  Academy  of  Design— the  19th  Annual 
Exliibition,"  New  York  Express,  12  June  1844,  3;  "Editor's  Table — 
National  Academy  of  Design,"  Knickerbocker  23  (June  1844), 
596;  Catalogue  of  the  Nineteenth  Annual  Exhibition,  exh.  cat. 
(New  York:  National  Academy  of  Design,  1844),  18;  Transactions 
of  the  American  Art-Union,  for  the  Promotion  of  the  Fine  Arts  in 
the  United  States  for  the  Year  1844  (New  York:  American  Art- 
Union,  1845),  23;  "Exliibitions,"  Crayon  5  (March  1858),  115  (as 
The  Lazij  Fisherman);  "Accessions  of  American  and  Canadian 
Museums,"  Art  Quarterly  23  (Summer  1958),  219,  223;  NAMA 
1959,  255  (as  The  Lazy  Fisherman);  John  Gadsby  Chapman: 
Painter  and  Illustrator,  exh.  cat.  (Washington,  D.C.:  National 
Galleiy  of  Art,  1962),  12,  28;  NAMA  1973,  251;  NAMA  1977, 
58;  George  Erlich,  "George  Caleb  Bingham  as  Ethnographer," 
American  Studies  19  (FaU  1978),  50,  52;  Ross  E.  Taggart,  "Ameri- 
can Paintings  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  City, 
Missouri,"  Antiques  122  (November  1982),  1032;  Genre,  exh.  cat. 
(Kansas  City,  Mo,;  Nelson-Atkins  Museum  of  Art,  1983),  5,  16,  29; 
NAMA  1991,  64-65;  Wilfiam  H.  Gerdts,  "Before  Winslow  Homer: 
The  Art  of  Fishing  in  the  United  States,"  in  Winslow  Homer  Artist 
and  Angler,  ed.  Patricia  Junker  ^^dth  Sarah  Burns,  exh.  cat.  (Fort 
Worth;  Amon  Caider  Museum;  San  Francisco:  Fine  Arts  Museums 
of  San  Francisco,  2002),  202-3,  205;  Arlene  Katz  Nichols,  "Mer- 
chants and  Artists:  The  Apollo  Association  and  the  American  Art- 
Union,"  Ph.D.  diss..  City  University  of  New  York,  2003,  198,  463. 
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William  Merritt  Chase  (1849-1916) 

Baron  Hugo  von  Habermann,  1875  + 

Oil  on  canvas 

30  X  24%  in.  (76.2  X  61.9  cm) 

Signed  and  dated  upper  left:  Will  M  Chase.  / 1875. 

Gift  of  Mr.  and  Mrs.  Albert  R.  Jones,  33-1,599 

Technical  Notes 

The  plain-weave  canvas,  which  has  numerous  skibs  and  irregulari- 
ties, is  attached  to  the  probable  original  stretcher.  Over  an  opaque, 
beige  ground,  Chase  appears  to  have  underpainted  the  back- 
ground with  a  slightly  transparent  dark  brown  paint  and  appHed 
an  opaque,  black  paint  beneath  the  face.  Infrared  reflectography 
reveals  a  few  brushstrokes  that  Chase  applied  to  position  the  facial 
features.  He  rendered  the  portrait  with  an  indirect  painting  tech- 
nique and  loose,  painterly  brushstrokes.  Chase  applied  a  second 
semitransparent  dark  brown  wash  to  the  background  and  loosely 
defined  the  jacket  with  broad  brushstrokes  of  rich  black  paint.  The 
face  consists  of  thin,  medium-rich  opaque  paint  appHed  wet  into 
wet  and  lightly  blended  with  a  dry  brush.  X-radiography  confirms 
that  an  earlier  composition  of  a  woman  in  profile  lies  beneath  the 
overlying  portrait,  and  brushstrokes  from  this  composition  remain 
visible  beneath  the  proper  left  side  of  the  face.  The  painting  has  a 
histoiy  of  cleaving,  lifting  paint,  and  four  localized  areas  of  active 
lifting  ground  and  paint  are  apparent  on  the  right  and  left  sides 
of  the  face.  A  craquelure  pattern  has  formed  overall,  and  faint 
stretcher  cracks  appear  at  the  edges.  In  1968  Museum  consemi- 
tion  staff  removed  a  discolored  natural  resin  varnish,  and  in  1990 
they  consolidated  cleaving,  lifting  paint,  retouched  paint  losses 
and  pentimenti  of  the  earlier  composition,  and  applied  a  synthetic 
varnish. 


Provenance 

To  Annie  Traquair  Lang  (a  student  of  Chase's  in  Philadelphia), 
before  1916;  to  Annie  Traquair  Lang  estate,  1918;  to  (Newhouse 
Galleries,  St.  Louis,  1927);  to  Albert  R.  and  Mabel  N.  Jones,  Kan- 
sas City,  Mo.,  1928;  to  NAM  A,  1933. 

Exhibitions 

Brooklyn  Institute  of  Arts  and  Sciences,  N.Y.,  Works  of  Ameri- 
can Painters,  1860-1885,  to  Celebrate  the  Opening  of  the  Catskill 
Aqueduct,  1-29  November  1917,  unnumbered,  not  in  cat.;  Fine 
Arts  Society  of  San  Diego,  A  Collection  of  Paintings  by  William 
Merritt  Chase,  184Q-1Q16,  11-30  November  1927,  no.  3  (as  Por- 
trait of  Baron  Hugo  von  Habermann);  Oakland  Art  Gallery,  CaUf., 
William  Merritt  Chase  Memorial  Exhibition,  6  December  1927- 
1  January  1928,  no.  3;  Portland  Art  Association,  Ore.,  William 
Merritt,  Chase  Memorial  Exhibit,  11  February-6  March  1928,  no 
cat.  (as  Poi~trait  of  Baron  Hugo  von  Habermann);  American  Acad- 
emy of  Arts  and  Letters,  New  York,  Exhibition  of  the  Works  of 
William  Merritt  Chase,  26  April-15  July  1928,  no.  25  (as  Hugo 
von  Habermann);  John  Herron  Art  Museum,  IndianapoHs,  Chase 
Centennial  Exhibition  Commemorating  the  Bii-tli  of  William  Mer- 
ritt Chase  November  1,  184Q,  1  November-11  December  1949, 
no.  4;  Parrish  Art  Museum,  Southampton,  N.Y.,  William  Merritt 
Chase,  184Q-1Q16,  A  Retrospective  Exhibition,  30  June-27  July 
1957,  no.  11  (as  Baron  von  Habermann);  Brooklyn  Museum,  N.Y, 
Triumph  of  Realism,  3  October  1967-31  March  1968  (traveled), 
no.  56;  Worcester  Art  Museum,  Mass.,  The  American  Porirait:  From 
the  Death  of  Stuari  to  the  Rise  of  Sargent,  26  April-3  June  1973, 
no.  37;  San  Jose  Museum  of  Art,  Cdlii.,  Americans  Abroach  Painters 
of  the  Victorian  Era,  19  December  1975-22  Januaiy  1976,  unnum- 
bered; E.B.  Crocker  Art  Galleiy,  Sacramento,  Calif.,  Munich  and 
American  Realism  in  the  Nineteenth  Century,  20  April-io  Decem- 
ber 1978  (traveled),  no.  4;  Akron  Art  Museum,  Ohio,  William 
Merritt  Chase:  Poriraits,  5  June-29  August  1982,  no.  4. 
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Chase,  N.A.  LL.D.  (St.  Louis:  Newhouse  Galleries,  1927),  unpagi- 
nated; E.M.P,  "Art  Museum,"  Portland  (Ore.)  News,  8  Februaiy 
1928,  6  (as  Portrait  of  Baron  Hugo  von  Habernunin);  "Chase 
Exhibition  Opens  April  26,"  New-York  American,  21  April  1928, 
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William  Merritt  Chase  (1849-1916) 

Beach,  c.  1895  -f 
(Shinnecock  Hills)^ 

Oil  on  canvas 

14%  X  19%  in.  (37.5  X  50.5  cm) 
Signed  lower  left:  W"  M.  Chase. 
Bequest  of  Frances  M.  Logan,  47-106 

Technical  Notes 

The  unlined  canvas  is  a  lightweight,  tightly  woven,  plain-weave 
fabric.  Intact  tacking  margins  indicate  the  dimensions  are  origi- 
nal. The  thin,  opaque,  and  off-white  ground  layer  appears  to  have 
been  commercially  applied.  Infrared  reflectography  reveals  a  few 
graphite  lines  along  the  horizon,  also  visible  in  normal  light,  and 
a  few  loosely  sketched  horizontal  lines  in  the  foreground.  Chase 
undei-painted  the  sly  wth  an  opaque,  Ught  gray  paint.  Above  this 
layer  he  appUed  horizontal  brushstrokes  to  paint  the  smooth  gra- 
dations of  the  sly.  The  Uuid  paint  streaked  and  allows  the  gray 
underpainting  to  show  through.  Under  specular  light,  diagonal 
brushstrokes  in  the  underlying  paint  layer  are  \dsible  in  the  upper 
right  section  of  the  sky.  These  brushstrokes  suggest  Chase  may 
have  simpUfied  the  sly  in  the  final  composition.  The  beach  scene 
is  rendered  using  a  direct  painting  technique  consisting  of  opaque 
paint  and  loose,  prominent  brushstrokes.  Chase  applied  thick 
paint,  wet  into  wet  with  stippled  textures  to  create  the  clouds.  The 
foreground  includes  thinly  painted  regions  in  addition  to  mod- 
erate impasto.  Several  small  areas  reveal  primed  canvas  beneath, 
forming  textured  areas  in  the  beach  fo]-eground.  Thick,  multicol- 
ored dabs  of  paint  delineate  rocks,  shells,  and  debris  on  the  beach. 
A  traiisparent  brown  glaze  was  appUed  to  tone  the  foreground,  and 
the  thick  edge  of  the  glaze  has  formed  a  dark  line  at  the  horizon 
and  left  edge.  The  brown  glaze  is  not  present  within  cracks  in  the 
paint  under  magnification,  indicating  that  the  brow  glaze  is  ori- 
ginal. The  glaze  shifts  the  color  of  the  beach  from  lavender-gray 
to  warm  gray-brown.  A  vertical  incision  was  made  in  the  fore- 
ground while  the  paint  was  wet.  Synthetic  varnish  was  appUed 
foUowing  cleaning  of  the  painting  by  Museum  consen/ation  staff 
in  1982. 
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Provenance 

(Daniel  Galleiy,  New  York);  Frances  M.  Logan,  Kansas  City,  Mo., 
by  1946;  to  NAMA,  1947. 

Exhibitions 

William  Rockliill  Nelson  Galleiy  of  Art  and  Mary  Atldns  Museum  of 
Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Century  American  Paint- 
ing, 17  Februaiy-31  March  1974,  no  cat.;  Albrecht  Art  Museum, 
St.  Joseph,  Mo.,  1  November  1976-30  Januaiy  1977,  no  cat. 

References 

NAMA  1959, 255;  NAMA  1973, 251;  NAMA  1991, 128-29;  NAMA 
1993a,  240- 

Note 

1.  An  encapsulated  paper  label  from  the  Daniel  Gallery,  New  York,  now 
located  on  the  present  backing  board,  provides  this  alternative  tide. 


William  Merritt  Chase  (1849-1916) 
Edward  Steichen,  1903  -f 

Oil  on  canvas 

32 '/s  X  2.6V8  in.  (81.6  X  66.4  era) 

Signed  lower  right;  Wm  M  Chase 

Gift  of  Mr  and  Mrs.  Albert  R.  Jones,  33-1600 

Technical  Notes 

The  original  tightly  woven,  lightweight,  plain-weave  canvas  has 
been  Uned,  probably  with  a  glue-based  adhesive,  making  the  weave 
more  prominent.  Although  the  tacking  margins  have  been  removed, 
the  paint  layer  does  not  extend  to  the  top  edge,  which,  together 
with  the  location  of  the  signature,  suggests  that  the  dimensions 


have  not  been  considerably  altered.  Chase  appUed  a  dark  brown 
wash  of  paint  over  the  unprimed  canvas.  Infrared  reflectography 
reveals  that  he  used  a  few  dark  brown  paint  strokes  to  roughly  posi- 
tion the  face  and  body  before  rendering  the  portrait  with  opaque 
paint  and  transparent  and  semitransparent  glazes.  Thick  under- 
lying paint  strokes  indicate  and  infrared  reflectography  reveals 
that  Steichen's  hand  was  originally  included  at  the  lower  left.  In 
general.  Chase  applied  the  medium-rich,  fluid  paint  wet  into  wet 
with  loose  brushstrokes,  producing  a  small  amount  of  low  impasto 
in  the  thick  highlights  of  the  face.  Extremely  fine  cupping  and  lift- 
ing are  evident  in  locafized  areas  of  the  face.  The  hair,  forehead, 
nose,  eyes,  and  proper  right  cheek  are  matte  in  appearance  and  cor- 
respond to  areas  of  interlayer  paint  cleavage.  Pinpoint  paint  losses 
are  also  present  in  these  areas.  Paint  abrasion  is  evident  under 
magnification,  and  the  topmost  threads  of  the  canvas  are  exposed 
in  the  proper  left  eye,  hairline,  chin,  proper  left  ear,  and  collar.  A 
fine  craquelure  pattern  has  developed  overall.  The  varnish,  which 
is  probably  a  natural  resin,  is  discolored  and  unsaturated. 

Provenance 

To  Roland  Dana  Chase  (the  artist's  son).  New  York,  by  descent;  to 
(Newhouse  Galleries,  New  York,  1927);  to  (Newhouse  Galleries,  St. 
Louis,  1928);  to  (Newhouse  Galleries,  New  York,  1929);  to  Albert  R. 
and  Mabel  N.  Jones,  Kansas  City,  Mo.,  1929;  to  NAMA,  1933. 

Exhiritions 

Society  of  American  Artists,  New  York,  Twenty-fifth  Annual  Exhi- 
bition, 28  March-3  May  1903,  no.  52  (as  Fonrait  of  Eduard  J. 
Steichen);  Pennsylvania  Academy  of  the  Fine  Arts,  Philadelphia, 
Seventy-third  Annual  Exhibition,  25  January-5  March  1904,  no.  13 
(as  Portrait  of  Edward  Steichen);  Universal  Exposition,  St.  Louis, 
Fine  Arts  Exhibit,  30  April-i  December  1904,  no.  129  (as  Portrait 
of  Mr  Steichen);  Lews  and  Clark  Centennial  Exposition,  Portland, 
Ore.,  Fine  Art.s  Exhibit,  1  June-15  October  1905,  no.  255;  New 
Reinhardt  Galleries,  New  York,  Exhibition  of  the  National  Asso- 
ciation of  Portrait  Painters,  Inc.,  18  March-6  April  1912,  no.  Ill 
(as  Porirait  ofEdouard  Steichen);  Henry  Reinhardt  Galleiy,  New 
York,  Exhibition  of  the  National  Association  of  PoHrait  Painters, 
Inc.,  13-27  April  1912,  no.  4;  Department  of  Fine  Arts,  Panama- 
Pacific  International  Exposition,  San  Francisco,  Fine  Arts  Exhibit, 
20  February-4  December  1915,  no.  3744  (as  Steichen);  Department 
of  Fine  Arts,  Panama-Pacific  International  Exposition,  San  Fran- 
cisco, Post-Exposition  Exhibition,  1  Januaiy-i  May  1916,  no.  5552 
(as  Steichen);  Fine  Arts  Society  of  San  Diego,  A  Collection  of 
Paintings  by  William  Merritt  Chase,  1849-1916,  11-30  November 
1927,  no.  2  (as  Porirait  of  Edward  Steichen);  Oakland  Art  Gallery, 
CaUf.,  William  Merritt  Chase  Memorial  Exhibition,  6  December 
1927-1  January  1928,  no.  2;  Portland  Art  Association,  Ore.,  William 
Merritt  Chase  Memorial  Exhibit,  11  February-6  March  1928, 
no  cat.  (as  Portrait  of  Edward  Steichen);  American  Academy  of 
Arts  and  Letters,  New  York,  Exhibition  of  the  Works  of  William 
Merritt  Chase,  26  April-15  July  1928,  no.  44;  Winfield  Public 
Schools,  Kans.,  March  1941,  no  cat. 
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Acadenuj  of  the  Fine  Arts,  73rd  Annual  Exhibition,  exh.  cat.  (Phila- 
delphia: Pennsylvania  Academy  of  the  Fine  Arts,  1904),  10,  pi.; 


Catalogue  of  the  Fine  Arts  Exhibit  of  the  Lewis  and  Clark  Centennial 
Exposition,  exli.  cat.  (Portland,  Ore.:  Albert  Hess,  1905),  28;  Official 
Catalogue  for  the  Departmient  of  die  Fine  Arts,  Section  A,  exh.  cat. 
(Portiand,  Ore.:  Albert  Fless,  1905),  31;  "Art  at  Home  and  Abroad," 
New  York  Times,  24  March  1912,  SM15;  G.  Mortimer  Marke, 
"The  National  Association  of  Portrait  Painters:  A  New  American 
Group,"  Arts  and  Decoration  2  (May  1912),  259;  James  William 
Pattison,  "National  Association  of  Portrait  Painters,"  Fine  Arts 
Journal  27  (July  1912),  437-38  (as  Portrait  ofEdouard  Steichen); 
Catalogue  of  the  Exhibition  of  the  National  Association  of  Portrait 
Painters,  Inc.,  exh.  cat.  (New  York:  National  Association  of  Por- 
trait Painters,  1912),  unpaginated;  Clara  T.  MacChesney,  "Ten 
American  Artists  Plonored,"  New  York  Times,  8  August  1915,  42; 
John  E.  D.  Trask  and  J.  Nilsen  Laumk,  eds..  Catalogue  de  Luxe  of 
the  Department  of  Fine  Arts,  Panama-Pacific  International  Exposi- 
tion (San  Francisco;  Paul  Elder  and  Company,  1915),  1:221,  2:298 
(as  Steichen);  Official  Catalogue  (Illu.strated)  of  the  Department  of 
Fine  Arts  Panama-Pacific  International  Exposition  (With  Awards) 
San  Francisco,  California,  exh.  cat.  (San  Francisco:  Walilgreen 
Company,  1915),  71,  126  (as  Steichen);  Illustrated  Catalogue  of 
the  Post-Exposition  Exhibition  in  the  Department  of  Fine  Arts 
Panama-Pacific  International  Exposition  San  Francisco,  Cali- 
fornia, exh.  cat.  (San  Francisco:  San  Francisco  Art  Association, 

1916)  ,  55  (as  Steichen);  Katherine  Metcalf  Roof,  The  Life  and 
Art  of  William  Merritt  Chase  (New  York:  Charies  Scribner's  Sons, 

1917)  ,  288;  "Paintings  Selected  from  Large  Number  Purchased 
from  Artist's  Widow,"  San  Diego  Union,  6  November  1927,  22  (as 
Portrait  of  Edward  Steichen);  A  Collection  of  Paintings  by  Wil- 
liam Merritt  Chase,  i84Q-igi6,  exh.  cat.  (San  Diego:  Fine  Arts 
Societ)/  of  San  Diego,  1927),  unpaginated;  E.M.P,  "Art  Museum," 
Portland  (Ore.)  News,  8  Februaiy  1928,  6  (as  Portrait  of  Edward 
Steichen);  Elizabeth  Hailey,  "Memorial  Exhibit  Shown  in  Port- 
land," Sundaij  Oregonian  (Portland),  12  Februaiy  1928,  12  (as 
Edward  Steicher);  A  Catalogue  of  an  Exhibition  of  the  Works  of 
William  Merritt  Chase  at  the  American  Academy  of  Arts  and  Let- 
ters, exh.  cat.  (New  York:  American  Academy  of  Arts  and  Letters, 
1928),  30;  "Liberal  wth  Art,"  Kansas  City  Star,  1  January  1936,  8; 
NAMA  1940,  24;  NAMA  1941,  166;  Chase  Centennial  Exhibition 
Commemorating  the  Birth  of  William  Mernit  Chase  November  1, 
184Q,  e.xh.  cat.  (Indianapolis:  John  Herron  Art  Museum,  1949), 
unpaginated;  NAMA  1959,  255;  Abraham  David  Milgronie,  "The 
Art  of  WiUiaiii  Merritt  Chase,"  Ph.D.  diss.,  Universit)/  of  Pitts- 
burgh, 1969,  196;  NAMA  1973,  251;  William  Merritt  Chase:  Por- 
traits, exli.  cat.  (Akron,  Ohio;  Akron  Art  Museum,  1982),  44n20; 
NAMA  1991,  47-48;  Keith  L.  Bryant  Jr.,  William  Merritt  Chase:  A 
Genteel  Bohemian  (Columbia;  University  of  Missouri  Press,  1991), 
233,  297n3;  Penelope  Niven,  Steichen:  A  Biography  (New  York; 
Clarkson  N.  Potter  Publishers,  1997),  171;  Bruce  Weber  and  Sarah 
Kate  Gillespie,  Cha.se  Inside  and  Out:  The  Aesthetic  Interiors  of 
William  Merritt  Chase,  exli.  cat.  (New  York:  Beriy-Hill  Galleries, 
2004),  114-15- 
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William  Merritt  Chase  (1849-1916) 

Still  Life — Striped  Bass,  c.  1907  4- 
{Fish  Still  Life;  Still  Life;  Striped  Bass) 

Oil  on  canvas 

2qV4  X  36%  in.  (74.3  X  92.4  cm) 

Signed  lower  left:  Wm  M.  Chase. 

Gift  of  Mr.  and  Mrs.  Albert  R.  Jones,  33-1601 

Technical  Notes 

The  unlined  canvas  is  a  fine,  tightly  woven,  fightweight,  plain- 
weave  fabric.  Intact  tacking  margins  indicate  the  dimensions  are 
original.  The  thin,  even,  light  gray  ground  layer  was  likely  commer- 
cially apphed.  Chase  then  appUed  a  transparent,  medium  brown 
imprimatura,  which  remains  visible  in  parts  of  the  final  composi- 
tion. Above  this  layer,  Chase  outfined  forms  with  dark  brown  paint 
strokes.  These  are  evident  in  the  thinly  painted  small  fish  and  the 
red  reflection  of  the  vase.  The  painting  was  rendered  using  opaque, 
medium-rich  paint  appfied  wet  into  wet  with  loose  brushstrokes.  In 
areas  of  the  highfight.  Chase  appfied  thick  paint  with  low  impasto 
that  was  toned  by  a  thin,  slightly  opaque,  yellow  glaze.  Stippled  tex- 
ture appears  in  the  body  of  the  fish,  producing  the  effect  of  scales. 
Incised  marks  are  evident  in  the  fish  tafls  and  gills  of  the  white 
fish.  Opaque,  brown  paint  was  loosely  applied  to  the  background. 
Fine  mechanical  cracking  and  some  old  impact  cracks  are  apparent 
overall,  and  wider  cracks  have  formed  in  the  thick  paint  of  the  fish. 
Fine  paint  wrinkling  is  located  in  the  dark  areas  of  the  painting. 
Writing  with  graphite  on  the  back  of  the  canvas  caused  cracks  to 
form  in  the  paint.  A  small  amount  of  discolored  retouch  is  found 
at  the  edges,  and  one  wide  brushstroke  of  retouch  is  located  in 
the  bottom  left  foreground.  An  earfier,  natural  resin  varnish  was 
selectively  cleaned  during  treatment  in  1990  to  preserve  sensitive 
dark  glazes  in  the  background.  The  overlying  synthetic  varnish  is 
sfightly  unsaturated  but  appears  even  and  transparent. 

Provenance 

To  James  S.  Inglis,  New  York,  1907;  to  estate  of  James  S.  Inglis,  New 


York,  by  19 lO;  to  (American  Art  Association,  New  York,  9  March 
1910,  lot  113);  to  (M.  Knoedler  &  Co.,  1910);  to  (Newhouse  Gal- 
leries, St.  Louis,  1925);  to  Albert  R.  and  Mabel  N.  Jones,  Kansas 
City,  Mo.;  to  NAMA,  1933. 

Exhibitions 

Montross  Gallery,  New  York,  Annual  Exhibition  of  the  Ten, 
19  March-6  April  1907,  no.  5  (as  Fish  Still  Life);  Art  Institute  of 
Chicago,  Ticentij-third  Annual  Exhibition  of  Oil  Paintings  and 
Sculpture  by  American  Artists,  18  October-27  November  1910, 
no.  43;  Corcoran  GaUery  of  Art,  Washington,  D.C.,  Third  Annual 
Exhibition:  Oil  Paintings  by  Contemporary  American  Artists, 
13  December  1910-2.2  Januaiy  1911,  no.  74;  Pennsylvania  Acad- 
emy of  the  Fine  Arts,  Philadelphia,  The  106th  Annual  Exhibition, 
5  February-26  March  1911,  no.  560;  Corcoran  Gallery  of  Art, 
Washington,  D.C.,  Exhibition  of  Pictures  by  Ten  American  Paint- 
ers, 6-27  Februaiy  1919,  no.  7;  Winfield  Pubfic  Schools,  Kans., 
November  1946,  no  cat.  (as  Still  Life);  Parrish  Art  Museum,  South- 
ampton, N.Y.,  William  Merritt  Chase,  184Q-1Q16,  A  Retrospective 
Exhibition,  30  June-27  July  1957,  no.  102. 

References 

"Fine  Pictures  by  Ten  Americans,"'  'New  York  American,  20  March 
1907,  8;  R[oyal]  C[ortissoz],  "Art  Exhibitions:  The  Ten  American 
Painters,"  New-York  Daily  Tribune,  21  March  1907,  7;  "Ten  Ameri- 
can Painters,"  Sun  (New  York),  22  March  1907,  8;  "Annual  Exhibi- 
tion of  the  Ten,"  American  Art  News  5  (23  March  1907),  6;  "Ten 
American  Painters,"  New  York  Times,  25  March  1907,  6;  "Ten 
American  Painters,"  Evening  Post  (New  York),  30  March  1907, 
4;  David  Lloyd,  "The  Exliibition  of  the  Ten  American  Painters," 
International  Studio  31  (May  1907),  89, 96  (as  Fish  Still  Life);  "The 
Influence  of  Individual  Shows,"  New  York  Herald,  31  November 
1907,  4;  A  Group  of  Twenty  four  Paintings  of  the  French,  Spanish, 
German  and  American  Schools  Selected  from  the  Cottier  Gallenj 
Which  Comprises  Nearly  Five  Hundred  Original  Paintings  by  Old 
and  Modem  Masters  (New  York:  Cottier  Galleiy,  1908),  unpagi- 
nated;  American  Art  Association,  New  York,  9  March  1910,  lot  113; 
Lena  McCauley,  "Chicago  Art  Institute  Exliibition,"  Art  and  Prog- 
ress 2  (December  1910),  50;  Twenty-third  Annual  Exhibition  of  Oil 
Paintings  and  Sculpture  by  American  Artists,  exli.  cat.  (Chicago: 
Art  Institute  of  Chicago,  1910),  unpaginated;  Third  Annual  Exhi- 
bition: Oil  Paintings  by  Contemporary  American  Ariists,  exh.  cat. 
(Washington,  D.C.:  Corcoran  Gallery  of  Art,  1910),  unpaginated; 
"Notes:  Reviews,"  Craftsman  10  (April  1911),  iio;  Catalogue  of 
the  106th  Annual  Exhibition,  exh.  cat.  (Phfladelphia:  Pennsylvania 
Academy  of  the  Fine  Arts,  1911),  49;  Exhibition  of  Pictures  by  Ten 
American  Painters,  exli.  cat.  (Washington,  D.C.:  Corcoran  Caller)' 
of  Art,  1919),  unpaginated;  "StiU  Life  by  Chase  Which  Reflects 
the  Artist's  Self  Portrait,"  Art  Neics  23  (15  August  1925),  5  (as  Still 
Life  and  Striped  Bass);  "Fine  American  Art,"  Fjcinsas  City  Times, 
9  December  1933,  2;  "Liberal  with  Art,"  Kansas  City  Star,  1  Janu- 
aiy 1936,  8;  NAMA  1940,  24;  NAMA  1941,  149,  157^  166  (as  Still 
Life);  "Litde  Stories,"  Winfield  (Kans.)  Daily  Courier,  7  November 
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1946,  2  (as  Still  Life);  Chase  Centennial  Exhibition  Commemorat- 
ing the  Birth  of  William  Merritt  Chase  November  1,  184Q,  exh.  cat. 
(Indianapolis:  John  Herron  Art  Museum,  1949),  unpaginated  (as 
Striped  Bass);  William  Merritt  Chase,  184Q-1Q16,  A  Retrospective 
Exhibition,  exli.  cat.  (Southampton,  N.Y.:  Parrish  Art  Museum, 
1957),  118;  NAMA  1959,  255  (as  Still  Life);  Abraham  David 
Milgrome,  "The  Art  of  William  Merritt  Chase,"  Ph.  D .  diss . ,  University 
of  Pittsburgh,  1969,  228;  NAMA  1973,  251  (as  Still  Life);  Ten 
American  Painters,  exli.  cat.  (New  York:  Spanierman  Gallery, 
1990),  36,  91;  NAMA  1991,  58-59;  Alice  Thorson,  "Eden's  Bounty: 
Nelson  Buys  Still  Life  of  American  Abundance,"  Kansas  City  Star, 
26  November  1992,  Gio  (as  Still  Life  with  Bass);  Margaret  C. 
Conrads,  "Masterful  American  Still  Life  Joins  Collection,"  Calendar 
(Nelson-Atkins  Museum  of  Art),  November  1992,  2;  NAMA  1993a, 
242,  414;  Margi  Conrads,  "The  Art  of  Interiors,"  Art  and  Antiques 
20  (September  1997),  82;  Ahce  Thorson,  "Uncover  the  Painting, 
Discover  the  Past:  Restoring  Artwork  Can  Be  a  Touchy  Job  for 
This  Consei-vator,"  Kansas  City  Star,  9  June  1998,  Ei. 


William  Merritt  Chase  (1849-I9I6) 

William  Rockhill  Nelson,  1907 
{W.  R.  Nelson  Esq.) 

Oil  on  canvas 

60  X  5o'/s  in.  (152.4  X  127.3  cm) 

Signed  and  dated  lower  left:  Wm  M.  Chase  1907;  inscribed  on  verso 
upper  right:  W.  R.  Nelson  Esq.  /  Painted  by  Wm  M.  Chase  /  New  York 
1907 

Gift  of  William  Rockhill  Nelson,  :34-:3i6 

Technical  Notes 

The  tightly  woven,  medium-weight,  plain-weave  canvas  is  unlined 
and  the  stretcher  is  original.  The  thin,  off-white  ground  was  prob- 


ably commercially  appUed.  Chase  applied  a  thin,  dark  brown  wash 
to  the  background  and  possibly  beneath  the  jacket.  Beneath  the 
face,  he  applied  several  washes  of  orange  and  brown  paint,  which 
remain  visible  in  places.  Infrared  reflectography  reveals  a  few 
faint  graphite  lines  in  the  face.  The  artist  applied  strokes  of  thin, 
opaque  paint  and  transparent  glazes,  working  wet  into  wet.  Paste- 
like paint  wth  moderate  impasto  is  found  in  places.  Lighter  tones 
visible  beneath  the  background  suggest  that  Chase  sHghtly  shifted 
the  outermost  finger  on  the  proper  left  hand  and  reduced  the  col- 
lar at  the  proper  right  side.  Black  paint  beneath  the  vest  shows 
that  it  has  been  lengthened.  Stretcher  cracks  have  occurred  at  the 
edges  and  intersect  at  the  center,  corresponding  to  the  position 
of  the  crossbars.  A  few  localized  mechanical  cracks  have  formed 
in  the  upper  left  quadrant.  Canvas  draws  are  apparent  at  each 
corner.  The  canvas  is  shghtly  slack.  The  varnish  is  discolored  and 
unsaturated,  making  it  difficult  to  mew  details  in  dark  areas  of  the 
composition. 

Provenance 

To  WiUiam  Rockhill  Nelson,  Kansas  City,  Mo.;  to  Ida  H.  Nelson 
(wife  of  the  sitter),  Kansas  City,  Mo.,  by  bequest,  1915;  to  Laura 
Nelson  Kirkwood  (daughter  of  the  sitter),  Kansas  City;  Mo.,  by 
bequest,  1921;  to  University  Trustees,  Kansas  City,  Mo.,  by 
bequest,  1926;  to  NAMA,  1934. 

References 

"Will  of  Mrs.  Kirkwood,"  Kansas  City  Star,  3  March  1926,  1-2; 
"The  City  to  See  Oak  Hall,"  Kansas  City  Star,  11  September  1927, 
lA;  "Two  Characteristic  Rooms  in  Oak  Hall — The  Great  Room 
from  Which  the  House  Took  Its  Name  and  the  Formal  Dining 
Room,"  Kansas  City  Star,  11  September  1927,  Want  Ad  sec,  un- 
paginated; "New  Nelson  Art  Galleiy  Opened,"  Drovers  Telegram 
(Kansas  City,  Mo.),  11  December  1933,  D20;  "Kansas  City  The 
Heart  of  America':  Kansas  City  SciogUe  le  afi  Verso  un  Auvenire 
Artistico"  II  Messaggero  (Rome,  Italy),  15  December  1933,  clip- 
ping, Scrapbook,  NAMA  Archives;  "Liberal  with  Art,"  Kansas  City 
Star,  1  Januaiy  1936,  8;  Chase  Centennial  Exhibition  Commemo- 
rating the  Birth  of  William  Merritt  Chase  November  1,  1S49,  exli. 
cat.  (Indianapolis:  John  Herron  Art  Museum,  1949),  unpaginated; 
NAMA  1949,  2;  H.J.  Haskell,  "Random  Thoughts,"  Kansas  City 
Star,  25  June  1950,  24D;  NAMA  1959,  4,  255;  Abraham  Da\dd 
Milgrome,  "The  Art  of  WiUiam  Merritt  Chase,"  Ph.D.  diss..  Uni- 
versity of  Pittsburgh,  1969,  195;  WiUiam  L.  McCorkle,  "Nelson 
of  the  Star,"  Kansas  City  Star  Magazine,  13  September  1970,  9, 
cover;  Denys  Sutton,  ed.,  "Editorial:  The  Colonel's  Gift,"  Apollo 
96  (December  1972),  470;  NAMA  1973,  6,  251;  "Musees  et  Monu- 
ments Historiques:  Etats-Unis,"  Gazette  des  Beaux-Arts,  supple- 
ment to  81  (March  1973),  10;  Clarence  W.  Simpson,  A  History  of 
the  Founding  and  First  Forty  Years  of  the  William  Rockhill  Nelson 
Gallery  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts  (Kansas  Git); 
Mo.:  University  Trustees,  W.  R.  Nelson  Trust,  1976),  6;  Patricia 
Cleary  MiUer,  Westport:  Missouri's  Poi-i  of  Many  Returns  (Kansas 
City,  Mo.:  LoweU  Press,  1983),  69;  NAMA  1988,  10;  NAMA  1991, 
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48-49;  Keith  Bryant,  WilUain  Merritt  Chase:  A  Genteel  Bohemian 
(Columbia:  University  of  Missouri  Press,  1991),  233,  3o6n32; 
NAMA  1993a,  10  (as  Portrait  of  William  Rockhill  Nelson);  NAMA 
1993b,  6,  34ni;  Kristie  C.  Wolferman,  The  Nelson-Atkins  Museum 
of  Art:  Culture  Comes  to  Kansas  City  (Columbia:  University  of 
Missouri  Press,  1993),  18,  60,  186;  Eliot  W.  Rowlands,  The  Col- 
lections of  the  Nelson-Atkins  Museum  of  Art:  Italian  Paintings, 
1300-1800  (Kansas  City,  Mo.:  Nelson-Atkins  Museum  of  Art,  in 
association  with  University  of  Washington  Press,  1996),  16;  Tim 
Engle,  "Star  Magazine's  Founding  Godmother,"  Kansas  City  Star 
Magazine,  25  July  1999,  26. 


Howard  Chandler  Christy  (1873-1952) 
Portrait  of  Mrs.  facoh  Leander  Loose,  1929 

Oil  on  canvas 

60  X  40  in.  (152.4  X  101.6  cm) 

Signed  and  dated  lower  left:  Howard  Chandler  Christy  /  Jan.  192.9 
Bequest  of  Ella  C.  Loose,  45-70/1 

Technical  Notes 

The  unhned  canvas  is  a  medium-weight,  plain-weave,  loosely 
woven  fabric.  Intact  tacking  margins  indicate  the  dimensions  are 
original.  The  thin,  opaque,  off-white  ground  layer  was  commer- 
cially applied.  The  background  and  lower  half  of  the  canvas  appear 
to  be  undei-painted  with  a  dark  brown  wash.  Christy  painted 
directly  with  loose  brushwork,  wet  into  wet.  A  dark  pui-ple  wash 
was  apphed  to  the  dress  of  the  figure,  and  loose,  opaque,  pui-ple 
paint  strokes  define  the  folds  and  highlights  of  the  fabric.  Wispy 
paint  strokes  render  the  fur;  these  brushstrokes  may  have  caused  a 
few  tiny  flecks  of  brown  paint  to  land  on  the  flesh  tones.  Moderate 
impasto  sei-ves  as  highlights.  The  uneven  and  sfightly  discolored 
varnish  appears  to  be  a  natural  resin. 


Provenance 

To  Ella  C.  Loose,  Kansas  City,  Mo.,  1929;  to  Kansas  City  Art  Insti- 
tute, Mo.,  1929;  to  NAMA,  1945. 

References 

"Mrs.  Jacob  Leander  Loose  Presents  a  Portrait  of  Herself  to  the 
Kansas  City  Art  Institute,"  [1929],  clipping,  NAMA  curatorial  files; 
"Art  Cift  by  Mrs.  Loose,"  Kcmsas  City  Star,  31  Januaiy  1929,  i; 
"Nelson-Atkins  Gallery  Ready  for  Season,"  Kansas  City  Journal, 
24  September  1939,  14;  "Mrs.  Jacob  Loose  Dies,"  Kansas  City 
Star,  26  September  1945,  6;  "Big  Loose  Gift,"  Kansas  City  Star, 
29  September  1945,  2. 


Frederic  Edwin  Church  (1826-1900) 
Jerusalem  from  the  Mount  of  Olives,  1870  -f 

Oil  on  canvas 

54 '/t  X  84%  in.  (137.8  X  214.3  cm) 

Signed  and  dated  lower  right:  F.  E.  CHURCH  / 1870 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F77-40/1 

Technical  Notes 

The  original  canvas  is  a  tightly  woven,  plain-weave  fabric  that  has 
been  fined  to  a  heavyweight,  plain-weave  support  vsdth  a  wax-based 
adhesive,  a  process  that  flattened  the  paint  and  enhanced  the  can- 
vas weave.  Intact  tacking  margins  indicate  dimensions  are  original. 
The  thin,  opaque,  off-white-to-gray  ground  layer  was  commercially 
applied.  Infrared  reflectography  reveals  a  detafled  underdrawing 
that  mostly  outfines  the  city  and  several  lines  that  define  elements 
within  the  middle  and  foreground.  Numerous  fine  paint  strokes 
in  the  middle  ground  indicating  roads,  hilltops,  and  structures  and 
a  horizontal  line  in  this  region  do  not  correspond  to  the  final  com- 
position. Church  changed  the  location  of  a  triangular  structure  on 
the  left  side  of  the  foreground.  He  painted  out  a  group  of  clouds 
in  the  top  central  region  of  the  slcy.  Church  rendered  the  expan- 
sive landscape  v^th  an  indirect  painting  technique  consisting  of 
opaque  paint,  transparent  glazes,  and  thin,  opaque  scumbles.  The 
consistency  of  the  paint  is  thin  and  fluid  overall  with  thicker  paint 
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strokes  applied  to  highlights.  Church  blended  warnr,  opaque  paint 
layers  to  achieve  the  luminous  glow  of  the  central  a]-ea  of  the  sl<y. 
A  complex  layering  system  was  used  to  render  the  clouds.  Church 
interlayered  dark  pui-ple,  blue,  and  golden  brown  transparent 
glazes  with  cool  scunibles  of  blue  and  pink  to  render  the  values  and 
hght  effects  of  the  clouds.  Church  applied  cundng  brushstrokes  of 
thick,  fluid  paint  to  highlight  the  top  edges  of  the  clouds,  forming 
some  low  impasto.  A  warm  golden  bi-owai  glaze  was  applied  near 
the  horizon  line,  and  a  cool  blue-gray  scumble  was  added  above 
this  layer.  The  transparencv  of  the  paint  has  increased  over  time. 
Museum  consen'ation  staff  treated  the  painting  in  1994  to  address 
extensive  paint  abrasion  due  to  overcleaning,  traction  cracldng,  and 
vertical  streaking  possibly  caused  by  lead  acetate  in  the  ground. 
The  mastic  varnish  was  applied  at  this  time. 

Provenance 

To  Hon.  Timothy  Mather  AlKm,  Hartford,  Conn.,  1870;  to  Susan 
Pratt  Allyir  (wife  of  Timothy  Mather  All)m),  Hartford,  Conn.,  by 
descent,  1882;  to  Robert  AlKm  (son  of  Timothy  Mather  Allyn  and 
Susan  Pratt  Allyn),  Hartford,  Conn.,  by  descent,  1888;  to  Alice  B. 
Allyn  (wife  of  Robert  All)m),  Hartford,  Conn.,  by  descent,  1896; 
to  Robert  J.  Allyn  (son  of  Robert  Allyn  and  Alice  B.  All)m),  Hart- 
ford, Conn.,  by  descent,  1922;  to  Louise  G.  Allyn  (wife  of  Robert  ]. 
Allyn,  later  Louise  G.  Ransom),  Hartford,  Conn.,  by  descent,  1930; 
to  Mabel  Allyn  Babcock  (daughter  of  Robert  J.  Allyn  and  Louise  G. 
Allyn)  and  Harold  Ransom  (son  of  Louise  G.  Allyn  Ransom), 
Hartford,  Conn.,  by  descent,  1965;  to  (Robert  Paul  Weimann  Jr., 
Ansonia,  Conn.,  1966);  to  private  collection,  1966;  to  (HLirschl  & 
Adler  Galleries,  New  York,  1977);  to  NAMA,  1977. 

Related  Works 

Light  on  Jerusalem,  1  April  1868,  graphite  and  white  gouache 
on  wove  paper,  x  S^/ig  in.  (12.2  x  20.5  cm),  Cooper-Hewitt, 

National  Design  Museum,  New  York;  Olwe  Tree,  Mount  of  Olives, 
7  April  1868,  graphite  on  wove  paper,  10%  x  i7-yi6  in.  (27.6  x 
44.6  cm),  Cooper-Hewatt,  National  Design  Museum,  New  York; 
Sketches  from  the  Journey  from  Palestine  to  Petra,  Arabia  and 
Back,  Februaiy  1868,  graphite  on  wove  paper,  dWm  x  3%  iir. 
(17.3  X  8.6  cm),  Cooper-Hewitt,  National  Design  Museum,  New 
York;  Sketches  from  the  Journey  from  Palestine  to  Petra,  Ara- 
bia and  Back,  Februaiy-March  1868,  graphite  on  wove  paper, 
6^Vm  x  3%  in.  (16.9  X  8.6  cm).  Cooper- Plewitt,  National  Design 
Museum,  New  York;  Jerusalem  from  the  Mount  of  Olives,  April 
1868,  oil  over  graphite  on  thin  cardl)oard,  iiWm  x  i8'/2  in.  (30  x 
47  cm),  Cooper-He\Aatt,  National  Design  Museum,  New  York; 
Siloam  and  Jerusalem,  View  of  the  Southeastern  Corner  of  the 
Walls  of  Jerusalem  and  of  Silwdn,  Shown  from  Hie  Mount  of 
Olives,  April  1868,  graphite  on  paper,  lo'yifi  x  17 '/a  in.  (27.5  x 
44.5  cm),  Cooper-Hewtt,  National  Design  Museum,  New  York; 
Study  of  the  Southern  Part  of  Jerusalem  Shown  from  the  Mount 
of  Olives,  April  1868,  oil  over  graphite  and  pen  and  ink  on  card- 
board, vzW\6  x  zoYm  in.  (32.9  x  51  cm),  Cooper-PIewitt,  National 
Design  Museum,  New  York;  View  of  Jerusalem,  April  186S,  oil  over 


graphite  on  cardboard,  12^^16  x  20^16  in.  (32.9  x  51  cm),  Cooper- 
He\^dtt,  National  Design  Museum,  New  York;  Sketches  from  Syria, 
May  1868,  graphite  on  wove  paper,  4%  x  S'/a  in.  (12.3  x  2r.5  cm), 
Cooper-Hewitt,  National  Design  Museum,  New  York;  Camels  and 
Riders;  Separate  Study  of  Sailboat  at  Sea,  1868,  graphite  on  wove 
paper,  Q^Ae  x  i7yi6  in.  (24.6  X44.3  cm),  Cooper- PIe\Aatt,  National 
Design  Museum,  New  York;  Sheet  of  Architectural  and  Figure 
Studies,  1868,  graphite  on  paper,  9%  x  i4'/2  in.  (24.7  x  36.9  cm), 
Cooper-He^^dtt,  National  Design  Museum,  New  York;  Study  for 
"Jerusalem  from  the  Mount  of  Olives,"  n.d.,  oil  on  canvas,  10  x 
16  in.  (25.4  X  40.6  cm),  private  collection;  key  to  Jenisalem  from  the 
Mount  of  Olives,  1870,  engraving,  Nelson-Atkins  Museum  of  Art, 
Kansas  City,  Mo. 

Exhibitions 

Goupil's  Calleiy,  New  York,  27  March-May  1871;  Hartford  Art  Asso- 
ciation, Conn.,  First  Annual  Exhibition  of  the  Hartford  A)i:  Associa- 
tion, 3-22  June  1872,  no.  i;  New  Britain  Museum  of  American  Art, 
Conn.,  People  and  Places,  August-25  September  1966,  unnum- 
bered; National  Collection  of  Fine  Arts,  Smithsonian  Ristitution, 
Washington,  D.C.,  Frederic  Edwin  Church,  12  February-30  Jime 
1966  (traveled),  no.  137;  Hirschl  &  Adler  Galleries,  New  York, 
A  Gallery  Collects,  19  October-19  November  1977,  no.  31;  Wil- 
liam Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts,  Kansas  City,  Mo.,  Kaleidoscope  of  American  Painting: 
Eighteenth  and  Nineteenth  Centuries,  2  December  1977-22  Jan- 
uaiy  1978,  no.  57;  Smithsonian  Institution  Ti'aveling  Exhibition 
Semce,  Close  Observation:  Selected  Oil  Sketches  by  Frederic  E. 
Church  from  the  Collections  of  the  Cooper-Hewitt  Museum,  the 
Smithsonian  Institution's  National  Museum  of  Design,  9  Sep- 
tember 1978-27  July  1980  (William  Rocldiill  Nelson  Galleiy  of 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  CiW,  Mo., 
and  Cooper-Hewdtt  Museum  only),  unnumbei'ed;  National  Galleiy 
of  Art,  Washington,  D.C.,  The  Orientalists:  Delacroix  to  Matisse; 
The  Allure  of  North  Africa  and  the  Near  East,  24  March-28  Octo- 
ber 1984  (traveled),  no.  9;  Nelson-Atkins  Museum  of  Art,  Kansas 
Git)',  Mo.,  A  Bountiful  Decade:  Selected  Acquisitions,  1977-1987; 
The  Nelson-Atkins  Museum  of  An,  14  October-6  December  1987, 
no.  71;  Staatlichen  Museen  Preussischer  Kulturbesitz,  Orangerie 
des  Schlosses  Charlottenburg,  Berlin,  Bilder  aus  der  Neuen  Welt: 
Amerikanische  Malerei  des  18.  und  19.  Jahrluindeiis,  22  Novem- 
ber 1988-15  May  1989  (traveled),  no.  14  (as  Blick  von  Olberg  auf 
Jerusalem);  National  Galleiy  of  Art,  Washington,  D.C.,  Frederic 
Edwin  Church,  8  October  1989-18  March  1990,  no.  44;  Carnegie 
Museum  of  Art,  Pittsburgh;  Minneapolis  Institute  of  Arts;  Nelson- 
Atldns  Museum  of  Art,  Kansas  Git)/,  Mo.;  Saint  Louis  Art  Museum; 
and  Toledo  Museum  of  Art,  Made  in  America:  Ten  Centuries  of 
American  Arf,  5  Februaiy  1995-22  September  1996  (traveled), 
unnumbered;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo., 
Ten\pus  Fugit,  Time  Flies,  15  October-30  December  2000,  unnum- 
bered; Sterling  and  Francine  Clark  Art  Institute,  Williamstowi, 
Mass.,  Noble  Dreams,  Wicked  Pleasures:  Orientalism  in  America, 
1870-1930,  6  June  2000-23  April  2001  (traveled),  no.  2. 


87 


References 

"Fine  Arts  in  New  Yor\<,"  Anglo- A)nericon  Times  (London),  26  Feb- 
ruaiy  1870,  13;  "Fine  Arts  in  New  York,"  Anglo-American  Times 
(London),  30  April  1870,  15;  "City  and  Vicinity,"  New  York  Eve- 
ning Mail,  25  March  1871,  3;  "Fine  Arts,"  New  York  Times, 

26  March  1871,  3;  "Art  Gossip,"  New  York  Evening  Mail,  27  March 
1871,  i;  "Mr.  F.  E.  Church's  'Jerusalem,'"  New  York  Evening  Post, 
28  March  1871,  4;  "Art  Notes,"  Brooklyn  Daily  Eagle,  30  March 
1871,  2;  "Fine  Arts:  Church's  Jerusalem,"  New-York  Daily  Tribune, 
31  March  1871, 5;  "'Jerusalem.'  The  Latest  Important  Work  by  Fred- 
erick [.sic]  E.  Church,"  New  York  Evening  Mail,  31  March  1871,  i; 
"Art  Matters:  Church's  Jerusalem,"  New  York  World,  2  April  1871, 
5;  "Fine  Arts,"  New  York  Times,  2  April  1871,  3;  "Art  Notes:  Jeru- 
salem, by  Church,"  New  York  Herald,  3  April  1871,  5;  "Fine  Arts: 
Miscellaneous  Gossip,"  New  York  Evening  Telegram,  10  April 
1871,  2;  Fanchon,  "Art  and  Artists:  Church's  Painting  of  Jerusa- 
lem," New  York  Independent  23  (20  April  1871),  2;  "The  Religious 
Press,"  New-York  Evangelist,  20  April  1871,  2;  "Flome  and  Foreign 
Gossip,"  Harper's  Weekly  15  (22  April  1871),  363;  "Church's  Pic- 
ture of  Jerusalem,"  New  York  Even  ing  Post,  24  April  1871,  2;  "Art," 
Chicago  Tribune,  30  April  1871,  6;  "Fine  Arts,"  Neiv  York  Evening 
Post,  7  May  1871,  i;  "Art  Notes,"  Neio  York  Evening  Post,  23  May 

1871,  i;  Church  to  J.F.  Weir,  8  June  1871,  Olana  State  Historic 
Site,  N.Y.;  "Art  Notes,"  Appletons'  Journal  of  Literature,  Science 
and  Ai-t  5  (10  June  1871),  688;  "Art,"  The  Eclectic  Magazine  of 
Foreign  Literature  13  (June  1871),  765;  "The  Arts,"  Christian 
Union  (New  York),  31  Januaiy  1872,  121;  "Fine  Arts — The  Drama," 
New-York  Dailij  Tribune,  25  March  1872,  5;  "News,"  New  York 
Commercial  Advertiser,  29  March  1872,  i;  "'The  Parthenon,'  by 
Mr.  F.  W.  [sic]  Church,"  New  York  Times,  30  March  1872,  5;  "Art 
Gossip,"  New  York  Evening  Mail,  3  April  1872,  i;  "Occasional 
Notes,"  Christian  Union  (New  York),  3  April  1872,  305;  "Table- 
Talk,"  Appletons'  Journal  of  Literature,  Science  and  A/t,  20  April 

1872,  443;  "Fine  Arts,"  New  York  Evening  Post,  7  May  1872,  i; 
"The  Exliibition  of  Fine  Arts,"  Hanford  Evening  Post,  17  May 
1872,  2;  "FLntford  Art  Association,"  Hartford  Daily  Courant, 
4  June  1872,  2;  "The  Art  Exliibition,"  Hartf)rd  Evening  Post, 
4  June  1872,  3;  "The  Art  Exhibition,"  Harford  Daily  Times,  6  June 
1872,  2;  "The  Exhibition  of  the  Flartford  Art  Association,"  Hart- 
ford Evening  Post,  6  June  1872,  2;  "The  News,"  Haiiford  Daily 
Times,  10  June  1872,  clipping,  NAMA  curatorial  files;  "The  Art 
Exhibition,"  Plarford  Daily  Courant,  12  June  1872,  2;  Haiiford 
Daily  Times,  22  June  1872,  2;  Catalogue  of  the  First  Annual  Exhi- 
bition of  the  Hartford  Art  Association,  i8y2,  exh.  cat.  (Hartford, 
Conn.:  Geo.  L.  Coburn,  1872),  unpaginated;  Robert  Morris,  Free- 
masonry in  the  Holy  Land;  or,  Handmarks  of  Hiram's  Bidlders 
(New  York:  Masonic  Publishing  Co.,  1872;  reprint.  New  York: 
Arno,  1977),  370;  "National  Academy  of  Design,"  Neio  York  World, 

27  April  1874,  5;  "Church,"  Art  Journal  (New  York)  4  (March 
1878),  67;  "National  Academy  of  Design,"  Neio  York  World, 
27  April  1879,  5;  Flemy  W.  French,  Ait  cmd  Aiiists  in  Connecticut 
(Boston:  Lee  and  Shepard,  1879),  130,  134;  George  W.  Sheldon, 
American  Painters  (New  York:  D.  Appleton  and  Company,  1879), 


14;  G.W  Sheldon,  American  Painters,  enl.  ed.  (New  York:  D. 
Appleton  and  Company,  1881),  11,  14;  Walter  Montgomeiy,  Amer- 
ican Art  and  American  Art  Collections  (Boston:  E.W  Walker  & 
Co.,  1889),  2:774;  Virginia  Keech,  "Church,"  Corcoran  Aii  Journal 

1  (May  1893),  13;  "Frederic  Church,  Artist,  Is  Dead,"  New  York 
Herald,  8  April  1900,  5;  "F.  E.  Church,"  Boston  Record,  9  April 
1900,  6;  "Frederic  Ed\\dn  Church,  Noted  Artist  Native  of  Hart- 
ford, Dead,"  Daily  Hartford  Courant,  9  April  1900,  4;  "F.  E. 
Church  Dies  in  New  York  at  a  Ripe  Age,"  Pacific  Commercial 
Adveniser  (Honolulu,  Hawaii),  25  April  1900,  lo;  "Church's  Work 
on  Exhibition,"  International  Studio  Supplement  11  (September 
1900),  13-16;  Wheeler  Preston,  American  Biographies  (New  York: 
Hai-per  Brodiers,  1940),  166;  David  Carew  Huntington,  "Frederic 
Ed\\dn  Church,  1826-1900:  Painter  of  the  Adamic  New  World 
Myth,"  Ph.D.  diss.,  Yale  University,  i960,  198-99;  Florence  Berk- 
man,  "Nine-five  [sic]  Years  Ago  Crowds  Flocked  to  View  Painting," 
Haiiford  Times,  13  August  1966,  18;  David  C.  Huntington,  The 
Landscapes  of  Frederic  Edwin  Church:  Vision  of  an  American  Era 
(New  York:  George  Braziller,  1966),  96,  97-101,  104,  114,  129, 
fig.  84;  Frederic  Edwin  Church,  exh.  cat.  (Washington,  D.C.: 
Smithsonian  Institution  Press,  1966),  16-17,  27,  36,  72,  78;  Efiza- 
beth  Lindquist-Cock,  "Frederic  Church's  Stereographic  Vision," 
Art  in  America  61  (September-October  1973),  73-74;  "Kaleido- 
scope of  American  Painting,"  Wednesday  Magazine  (Overland 
Park,  Kans.),  30  November  1977,  15;  Donald  Hoffmann,  "Ameri- 
can Exhibit  Unveils  5  New  Gifts  to  Nelson,"  Kcmsas  City  Times, 

2  December  1977,  lA,  8A;  "Pictures  at  an  Exhibition,"  Indepen- 
dent (Kansas  City,  Mo.),  3  December  1977,  16;  "Kemper  Gifts  to 
the  Nelson,"  Kcmsas  City  Times,  6  December  1977,  34;  "American 
Painting  Exhibit  Comes  to  Nelson  Galleiy," /o/iason  County  Sun 
(Overland  Park,  Kans.),  9  December  1977,  5B;  "Kaleidoscope  of 
American  Painting,"  Independent  (Kansas  City,  Mo.),  10  Decem- 
ber 1977,  4;  Donald  Hoffmann,  "Images  from  a  New  Land,"  Kan- 
sas City  Star,  11  December  1977,  iD;  Gallery  Events  (William 
Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts),  December  1977,  unpaginated;  Elizabeth  Lindquist-Cock, 
The  Influence  of  Photograpluj  on  American  Landscape  Painting, 
183Q-1880  (New  York:  Garland  Pubfishing,  1977),  111,  113-15- 
201;  A  Gallery  Collects,  exh.  cat.  (New  York:  Hirschl  &  Adler  Gal- 
leries, 1977),  unpaginated;  NAMA  1977,  48-49;  Calendar  (Wil- 
liam Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts),  Januaiy  1978,  unpaginated;  ■"Art  across  North  Amer- 
ica," Apollo  107  (April  1978),  328;  William  L.  McCorkle,  "Nelson 
Galleiy  Sets  Acquisition  Record,"  Kansas  City  Star,  16  July  1978, 
2B;  Theodore  E.  Stebbins  Jr.,  Close  Observation:  Selected  Oil 
Sketches  by  Frederic  E.  Cliurcli  from  the  Collections  of  the  Cooper- 
Hewitt  Museum,  the  SmitJisonian  Institution's  National  Museum  of 
Design,  exh.  cat.  (Washington,  D.C.:  Smithsonian  Institution  Press, 
1978),  40;  Mack  Alexander,  "Painting  in  Nelson  Art  Galleiy  Aided 
by  Auction  of 'Icebergs,'"  Kansas  City  Times,  27  October  1979,  5B; 
Beverly  Haskins,  "Church  Exhibition  at  Nelson,"  Overland  Park 
Sun  (Shawnee  Mission,  Kans.),  16  November  1979,  22;  Matthew 
Baigell,  Dictionary  of  American  Aii  (New  York:  Harper  and  Row, 


88 


1979),  69;  "Close  Obsen^ations:  Selected  Oil  Sketches  by  Frederic 
E.  Church,"  Calendar  (William  Rockhill  Nelson  Galleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts),  Januaiy  1980,  unpaginated  (as 
View  of  Jerusalem);  Ralph  T.  Coe,  "Valuable  Gifts,"  letter  to  the 
editor,  Kansas  City  Star,  7  May  1980,  18A;  Gerald  L.  Carr,  Fred- 
eric Edwin  Cinircli:  The  Icebergs,  exh.  cat.  (Dallas:  Dallas  Museum 
of  Fine  Arts,  1980),  9;  Ross  E.  Taggart,  "American  Paintings  in  the 
Nelson-Atkins  Museum  of  Art,  Kansas  City,  Missouri,"  Antiques 
122  (November  1982),  1032,  1036,  1038;  Edward  J.  Sozanski, 
"'Orientahsts'  Exhibit  Delves  Deep  into  19th  Centuiy's  Beguiling 
Near  East,"  Chicago  Tribune,  2  August  1984,  iiH;  Michael  Bren- 
son,  "When  the  Middle  East  Captivated  Western  Painters,"  New 
York  Times,  12  August  1984,  FI27;  Flelen  Silver,  "Jerusalem  Scenes 
Featured  in  Gallery  Exliibit  of  Orientalist  Art,"  St.  Louis  Jewish 
Light,  15  August  1984,  18;  D.  Dodge  Thompson,  "American  Art- 
ists in  North  Africa  and  the  Middle  East,  1797-1914,"  Antiques 
126  (August  1984),  308-9;  Maiy  Jane  Bushnaq,  "Orientalist  Art 
Exliibit  Reveals  Nineteenth-Centuiy  Stereot\/pes  of  North  Africa 
and  the  Middle  East,"  Saudi  Report  (Washington,  D.C.),  10  Sep- 
tember 1984,  4;  Elaine  Evans  Dee,  To  Embrace  the  Universe: 
Drawings  by  Frederic  Edwin  Church,  exh.  cat.  (Yonkers,  N.Y.: 
Hudson  River  Museum,  1984),  88-89;  MaiyAnne  Stevens,  ed.. 
The  Orientalists:  Delacroix  to  Matisse;  The  Allure  ofNo)-th  Africa 
and  the  Near  East,  exh.  cat.  (Washington,  D.C.:  National  Galleiy 
of  Art,  1984),  121-22,  155;  Donald  Hoffmann,  "Kemper  Family 
Donates  $1.5  Million  Portrait,"  Kcmsas  City  Star,  12  October  1986, 
12A;  Wilham  FL  Gerclts  and  James  L.  Yarnall,  The  National 
Museum  of  American  Art's  Index  to  American  Art  Exhibition  Cata- 
logues: From  the  Beginning  through  the  i8j6  Centennial  Year 
(Boston:  G.K.  Hall,  1986),  715;  John  Davis,  "Frederic  Church's 
'Sacred  Geography,'"  Smithsonian  Studies  in  American  Art  1 
(Spring  1987),  78-79,  86-90,  92,  95-96;  NAMA  1987,  164-65, 
261;  NAMA  1988,  115,  120-22;  Thomas  W.  Gaehtgens,  Bilderaus 
clerNeuen  Welt:  Amerikanische  Malerei  des  18.  und  ig.  Jahrhun- 
derts,  exh.  cat.  (Munich:  Prestel-Verlag,  1988),  pi.  14  (as  Blick  von 
Olberg  auf  Jerusalem);  Michael  Kilian,  "Canvasing  the  Wilds: 
Frederic  Chu)-ch's  Landscapes  Brought  the  Americas  Home,"  Chi- 
cago Tribune,  15  October  1989,  sec.  5,  2;  Joe  Sherman,  "In  the 
Halcyon  Days  When  Pictures  of  the  Land  Game  First,"  Sniitltson- 
ian  20  (October  1989),  loo;  Louise  Sweeney,  "Grand  Views  of  a 
Lost  'Eden':  Frederic  Church's  Panoramic  Oils  Capture  the  Vistas 
That  Awed  i9th-Centuiy  Travelers,"  Christian  Science  Monitor, 
15  November  1989,  ii;  "Frederic  Edwin  Church  Landscapes  on 
Display  at  the  National  Galleiy,"  Antiques  and  die  Aii:s  Weekly 
(Newton,  Conn.),  24  November  1989,  81;  Frankhn  Kelly,  "Fred- 
eric Church  and  the  Enterprise  of  Landscape  Painting,"  Antiques 
136  (November  1989),  1121;  Joel  D.  Sweimler,  "AmeUa  B.  Edwards 
(1831-1892),"  Crayon  22  (Fall  1989),  14;  Sidney  Tillim,  "On 
Gerome,  Bouguereau,  Ingres  and  They  Died  with  Their  Boots 
On':  Notes  from  a  Journal,"  Ar//bn/»)  28  (December  1989),  113; 
John  R.  Peters-Campbell,  "The  Big  Picture  and  the  Epic  American 
Landscape,"  Ph.D.  diss.,  Cornell  Universit)',  1989,  xii,  135-36, 
138-39;  Franklin  Kelly  et  al,  Frederic  Edwin  Churcli,  exh.  cat. 


(Washington,  D.C.:  National  Galleiy  of  Art,  1989),  15,  66,  120, 
168-69,  203;  Ed\\dn  Howard,  "Frederic  Church  Landscapes  Fore- 
shadowed Cinerama,"  Memphis  Business  Journal  11  (8-12  Januaiy 
1990),  22;  Marie  Louise  Kane,  "Frederic  Edwin  Church:  His 
Painting  Still  a  Manuel,"  Antiques  and  the  Arts  Weekly  (Newton, 
Conn.),  19  Januaiy  1990,  112;  Ken  Johnson,  "Rediscovering  Nine- 
teenth Centuiy  American  Art  Part  II:  The  Reputation  of  Frederic 
Edwin  Church,"  Hudson  Valley  20  (Januaiy  1990),  41;  Stephen 
May,  "Standing  Room  Only:  The  Art  of  Frederic  Church,"  Ameri- 
can Histonj  Illu.strated  24  (Januaiy-Februaiy  1990),  64;  Yuri 
Yancliyshyn,  "Picture  Framing  I:  A  Frame  Designed  by  Frederic 
Church,"  Museum  Management  and  Curatorship  9  (June  1990), 
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NiCOLAI  ClKOVSKY  (1894-1988) 
Cranhury  Lake,  c.  1933 

Oil  on  canvas 

30  X  40  in.  (76.2  X  101.6  cm) 
Signed  lower  right:  N.  Cikovsl<y 
Gift  of  tlie  Friends  of  Art,  37-2 

Technical  Notes 

The  unlined  canvas  is  a  coarsely  woven,  plain-weave  fabric.  Intact 
tacking  margins  indicate  the  dimensions  are  original.  The  thin, 
opaque,  off-white  ground  layer  was  commercially  apphed.  The 
landscape  was  painted  directly  \\At\\  somewhat  lean,  pastelike 
paint  in  thin  layers  but  with  a  few  areas  of  low  impasto.  Prominent 
brushvvork  and  coarse  canvas  texture  are  visible.  Diy  paint  strokes 
were  scrubbed  into  tlie  trees  and  foreground.  The  painting  appears 
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to  be  unvarnished.  A  thin  layer  of  dirt  covers  the  paint  surface,  and 
there  are  pinpoint  paint  losses  as  well  as  a  small  amount  of  active 
flaking. 

Provenance 

To  (Dov\a-Ltown  Gallery,  New  York,  by  April  1934);  to  NAMA, 
1937- 

Exhibitions 

Downtown  Galleiy,  New  York,  Nicolai  Cikovsky  Recent  Paint- 
ings, 20  February-g  March  1935,  no.  16;  Art  Institute  of  Chicago, 
Forty-sixth  Annual  Exhibition  of  American  Paintings  and  Sculp- 
ture, 24  October-8  December  1935,  no.  40;  Colorado  State  Col- 
lege, Fort  CoUins,  Fine  Arts  Festival,  17-24  July  1952,  no  cat.; 
Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  50  Years  of  Col- 
lecting: The  Friends  of  Art  at  the  Nelson;  A  Retrospective  Exhibi- 
tion, 15  December  1984-15  January  1985,  no  cat. 
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Thomas  Cole  (i80i-i848) 

The  Mill,  Sunset,  1844  + 
{The  Old  Mill  at  Sunset) 

Oil  on  canvas 

26I/S  X  36'/i6  in.  (66.4  X  91.6  cm) 

Signed  and  dated  lower  center:  T  Cole  /  1844 

Purchase:  Nelson  Trust  through  The  Ever  Glades  Fund  and  exchange  of 
a  gift  from  the  Howard  P.  Treadway  and  Tertia  F.  Treadway  Collection, 
2004.29 

Technical  Notes 

The  tightly  woven,  medium-weight,  twill-weave  canvas  is  attached 
to  a  panel-back  stretcher  that  is  probably  original.  It  has  been 
lined  using  a  wax-based  adhesive.  Cole  toned  the  canvas  with  a 
red-orange  imprimatura.  Then  he  loosely  brushed  opaque,  me- 
dium brown  paint  between  the  edges  of  the  canvas  and  the  oval 
perimeter  of  the  composition.  Infrared  reflectography  reveals  a  few 
loosely  sketched  graphite  lines  beneath  the  mountains,  the  left  side 
of  the  hue  of  trees,  and  the  shore  of  the  lake.  The  center  of  the 
canvas  is  marked  with  two  diagonal,  intersecting  Hues,  and  a  hori- 
zontal hue  extends  from  this  point  toward  both  right  and  left.  Cole 
apparently  undeipainted  the  sky  with  an  opaque,  light  gray  paint 
before  rendering  the  landscape  with  opaque,  relatively  fluid  paint 
and  transparent  glazes.  Somewhat  thicker  paint  strokes  form  hori- 
zontal clouds  and  rays  of  sunlight.  Low  impasto  and  stippled  tex- 
tures are  evident  in  the  foreground  and  also  in  the  trees,  which  the 
artist  painted  wet  into  wet.  Cole  painted  out  a  small  group  of  trees  on 
the  middle  peninsula  of  land,  and  the  distant  mountain  range  varies 
slightly  from  the  underdrawing.  A  fine  craquelure  has  developed 
overall.  Frame  abrasion  is  evident  on  the  edges,  and  a  smaU  amount 
of  white  effluorescence  is  present  on  the  brown  paint  surrounding 
the  composition.  A  few  minor  tears  on  the  outer  edges  of  the  can- 
vas are  stabifized  by  the  lining.  A  veiy  slight  undulation  of  the  can- 
vas on  the  right  side  of  the  top  edge  is  visible  in  specular  light.  The 
varnish,  which  is  probably  synthetic,  appears  to  be  in  good  condi- 
tion with  no  evidence  of  discoloration.  It  covers  a  selective  varnish 
apphed  by  the  artist,  which  foflows  the  compositional  forms. 
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Provenance 
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John  Singleton  Copley  (1738-1815) 

John  Barrett,  c.  1758  -f 
{Deacon  John  Barrett) 

Oil  on  canvas 

49%  X  40  in.  (126.7    101.6  cm) 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F76-52 

Technical  Notes 

The  original  canvas  is  a  tightly  woven,  medium-weight  fabric  that 
has  been  lined  at  least  three  times,  most  recently  in  1976,  when 
Museum  conseivation  staff  hned  it  with  a  wax-based  adhesive, 
apphed  synthetic  varnish,  and  toned  paint  losses  and  abrasion. 
The  tacking  margins  have  been  removed.  A  complex  vertical  tear 
along  the  chair  and  two  small  tears  below  the  proper  left  forearm 
were  mended  by  Museum  staff  in  1971.  The  vertical  dimension 
may  have  been  reduced  slightly.  An  opaque,  off-white  ground  layer 
was  applied  thinly.  Copley  apphed  a  slightly  transparent  medium 
brown  imprimatura.  Infrared  reflectography  revealed  a  few  faint 
lines,  estimated  to  be  graphite,  in  the  eyes  and  eyehds.  The  por- 
trait was  rendered  indirectly  with  opaque  paint  and  transparent 
glazes.  The  consistency  of  the  paint  is  thin  and  fluid,  and  the  paint 
surface  is  smooth  with  visible  canvas  texture.  In  the  face,  Copley 
added  overlapping  layers  of  warm  and  cool  paint.  The  flesh  tones 
were  added  wet  into  wet  with  prominent  brushwork.  A  few  incised 
lines  were  formed  in  the  wet  paint.  Browai  transparent  glazes  were 
apphed  to  areas  of  shadow  in  the  face,  hands,  figui-e,  and  chair. 
Traction  cracks  reveal  a  slight  change  in  the  position  of  the  proper 
right  black  stocking.  A  thick  paint  stroke  underneath  the  buckle 
of  the  proper  left  knee  reveals  that  Copley  initially  painted  the 
buckle  shghtly  larger  in  size.  Traction  cracks  appear  in  the  upper 
left  quadrant  and  fine  mechanical  cracks  appear  throughout.  A  ver- 
tical crack  in  the  proper  left  shirt  cuff  may  relate  to  the  previous 
stretcher,  and  spiral  cracks  are  present  near  the  proper  right  knee 


and  below  the  proper  right  hand  and  elbow.  Retouch  was  applied 
to  mended  tears  and  numerous  areas  throughout. 


John  Singleton  Copley  (1738-1815) 
Mrs.  John  Barrett,  c.  1758  -f 

(Sarah  Gerrish;  Mrs.  John  Barrett  [Sarah  Gerris  Barrett]) 
Oil  on  canvas 

49%  X  39%  in.  (126.7  X  101.3  cm) 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F77-1 

Technical  Notes 

X-radiography  suggests  that  the  original  canvas  was  a  tightly 
woven,  plain-weave  fabric.  The  paint  and  ground  were  hkely  trans- 
ferred from  this  support  to  a  thin  gauze  interleaf  and  lined  with  a 
glue-based  adhesive.  In  1977  the  painting  was  again  lined  using 
a  wax-based  adhesive.  The  t^vo  linings  have  flattened  the  texture 
and  enhanced  the  canvas  weave.  The  edge  of  the  picture  surface 
and  location  of  the  tacking  margin  are  difficult  to  determine  due 
to  retouch  along  the  edges.  There  is  a  thin,  opaque  ground  layer, 
probably  off-white.  Infrared  reflectography  reveals  a  few  graph- 
ite lines  around  the  pupil  and  eyelid.  Copley  may  have  apphed  a 
dark  brown,  slightly  transparent  imprimatura  overall  in  addition  to 
red-pui-ple  underpaint  beneath  the  hair  and  hands.  Thick  strokes 
of  undei-paint  indicate  a  few  modest  changes  in  the  composition, 
most  notably  in  the  hands.  The  portrait  was  rendered  using  an 
indirect  painting  technique,  consisting  of  opaque  paint  and  trans- 
parent glazes.  The  paint  was  thin,  fluid,  and  medium-rich.  In  the 
face,  Copley  applied  overlapping  layers  of  warm  and  cool  opaque 
flesh  tones.  The  paint  was  smoothly  modeled  in  the  face  and  hands. 
The  contrast  betv\/een  highlight  and  shadow  in  the  face  creates  a 
strong  chiaroscuro  effect.  Red-brown  glazes  were  applied  to  the 
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shadows  of  the  face.  In  the  background  and  fabric,  Copley  apphed 
paint  wet  into  wet  with  loose  brushstrokes.  A  fine  brush  and 
opaque  white  paint  rendered  the  delicate  lace  and  highlights.  The 
paint  has  become  increasingly  transparent  over  time.  Fine  diagonal 
mechanical  cracking  with  some  slight  cupping  is  present  overall. 
A  few  stretcher  cracks  have  formed  on  the  right  and  left  edges. 
Locahzed  traction  cracking  is  apparent  primarily  in  darkly  painted 
reeions.  The  lower  half  of  the  face  contains  extensive  retouch,  and 

O 

the  mouth  requii-ed  complete  reconstruction.  Synthetic  varnish 
was  applied  during  the  1977  treatment. 

Provenance 

Nathaniel  Augustus  Barrett  (grandson  of  the  sitters),  before  1873;  to 
Miss  S[arah?]  D[orr?]  Barrett  (great-granddaughter  of  the  sitters); 
to  estate  of  Miss  S.D.  Barrett;  to  Barrett  Wendell  (great-great- 
grandson  of  the  sittei-s;  nephew  of  Miss  S.D.  Barrett),  c.  1915;  to 
Mrs.  Barrett  Wendell,  Boston,  by  1937;  F.  Lee  H.  Wendell  (great- 
great-great-great-grandson  of  the  sitters).  Lake  Forest,  Ilk;  to 
NAMA,  1976  {Jolin  Barrett)  and  1977  {Mrs.  John  Barrett). 

Exhibitions 

Museum  of  Fine  Arts,  Boston,  Loan  Exhibition  of  One  Hundred 
Colonial  Portraits,  19  June-21  September  1930,  unnumbered;  Art 
Institute  of  Chicago,  American  Art  ofthe  Colonies  and  Early  Repub- 
lic, 17  July-13  September  1971,  nos.  80  and  81;  WiUiam  Rockhill 
Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  Kaleidoscope  of  American  Painting:  Eighteenth  and 
Nineteenth  Centuries,  2  December  1977-22  Januaiy  1978,  nos.  5 
and  6. 
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Institute  of  Chicago,  1971),  62-63  (as  Portrait  of  John  Barrett 
and  Portrait  of  Mrs.  John  Barrett);  NAMA  1973,  251;  Sotheby 
Parke-Bernet,  New  York,  23  May  1974,  lot  5  (as  Mr  and  Mrs.  John 
Barrett);  •Advertisement,  Antiques  105  (May  1974),  956-57  (as  Por- 
trait of  Mr  John  Barrett  and  Portrait  of  Mrs.  John  Barrett);  "Kalei- 
doscope of  American  Painting,"  Wednesday  Magazine  (Overiand 
Park,  Kans.),  30  November  1977,  15  (as  Mr  and  Mrs.  Barrett); 
Donald  Hoffmann,  "American  Exliibit  Unveils  5  New  Gifts  to  Nel- 
son," Krnisas  City  Times,  2  December  1977,  lA,  8A;  "Pictures  at  an 
Exliibition,"  hulependent  (Kansas  City,  Mo.),  3  December  1977, 
17;  "Kemper  Gifts  to  the  Nelson,"  Kansas  City  Times,  6  Decem- 
ber 1977,  34;  "American  Painting  Exliibit  Comes  to  Nelson  Gal- 
leiy,"/o/iason  County  Sun  (Overland  Park,  Kans.),  9  December 
1977,  5B  (as  Mr  and  Mrs.  Barrett);  Donald  Hoffmann,  "Images 
from  a  New  Land,"  Kansas  City  Star,  11  December  1977,  iD; 
" Exliibition s:  Kaleidoscope  of  American  Painting:  Eighteenth  and 
Nineteenth  Centuries,"  Gallery  Events  (William  Rockliill  Nelson 
Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts),  December 
1977,  unpaginated  (as  Mr.  John  Barrett  and  Mrs.  Barrett);  NAMA 
1977,  8,  14-15  (Mrs.  John  Barrett  as  Mrs.  John  Barrett  [Sarah 
Gerrish ]);  "Exhibitions:  Kaleidoscope  of  American  Painting:  Eigh- 
teenth and  Nineteenth  Centuries,"  Gallery  Events  (William  Rock- 
hill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts), 
Januaiy  1978,  unpaginated,  cover  (as  Mr  John  Barrett,  Mrs.  Barrett, 
and  Portrait  of  Mrs.  Barrett);  "Art  across  North  America,"  Apollo 
107  (April  1978),  328  (as  Portrait  of  John  Barrett  and  Portrait  of 
Mrs.  Barrett);  Ralph  T.  Coe,  "Valuable  Gifts,"  letter  to  the  editor, 
Kansas  City  Star,  7  May  1980,  18A;  Kathleen  Spindler-Cruden, 
"Sa\dng  Grace,"  K^msas  City  Star,  12  September  1982,  Weekly  Mag- 
azine sec,  32  (Mrs.  ]olm  Barrett  only);  Ross  E.  Taggart,  "American 
Paintings  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  Git)',  Mis- 
somi,"  Antiques  122  (November  1982),  1026-27,  1032  {Mrs.  John 
Barrett  as  Sarah  Gerrish  Barrett);  NAMA  1991,  16-17  (as  Mr  John 
Barrett  and  Mrs.  John  Barrett  [Sarah  Gerrish  Barrett]);  NAMA 
1993a,  228,  230  (as  Portrait  of  Mr  John  Barrett  and  Portrait  of 
Mrs.  John  Barrett);  NAMA  1993b,  100  (as  Portrait  of  Mr  John  Bar- 
rett and  Portrait  of  Mrs.  John  Barrett);  *Alice  Thorson,  "Uncover 
the  Painting,  Discover  the  Past,"  Kan.sas  City  Star,  9  June  1998,  E5 
(as  Portrait  of  Mr  John  Barrett);  "Joan  Barzilay  Freund  and  Leigh 
Keno,  "The  Making  and  Marketing  of  Boston  Seating  Furniture  in 
the  Late  Barocjue  Style,"  in  American  Furniture,  iggS,  ed.  Luke 
Beckerdite  (Hanover,  N.H.:  University  Press  of  New  England,  for 
the  Chipstone  Foundation,  1998),  28-29. 
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Jon  CORBINO  (1905-1964) 
The  Meeting,  1943 

Oil  on  Masonite 

36 Vie  X  22%  in.  (91.6  x  58.1  cm) 

Signed  lower  right:  Jon  Corbino;  signed  and  dated  on  verso  upper  left: 

Jon  Corbino  / 1943 

Gift  of  the  Friends  of  Art,  45-65 

Technical  Notes 

The  dimensions  of  the  Masonite  panel  are  original  The  artist 
apphed  a  thin,  opaque,  medium  gray  ground  layer.  Under  normal 
light,  loose,  expressive  lines  of  black  chalk  or  crayon  are  visible 
around  the  central  figure  above  and  below  the  paint  layer.  The 
composition  was  thinly  painted  overall;  however,  low  impasto  forms 
a  few  thicker  highlights.  The  brushwork  is  loose,  painterly,  and  wet 
into  wet.  The  paint  is  primarily  opaque  with  a  few  semitransparent 
layers.  Paint  strokes  on  top  of  the  uneven,  discolored  varnish  were 
probably  added  by  the  artist. 

Provenance 

To  (Kleemann  Galleries,  New  York,  by  1944);  to  NAMA,  1945. 
Exhibitions 

Pennsylvania  Academy  of  the  Fine  Arts,  Philadelphia,  140th  Annual 
Exhibition,  19  Januai-y-25  Februaiy  1945,  no.  289;  Colorado 
Springs  Fine  Arts  Center,  Neto  Accessions  USA,  15  July-2  Septem- 
ber 1946,  no.  33;  William  Rockliill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  The  Friends  of 
Art  in  Retrospect,  December  1953,  no  cat.;  Wichita  Art  Museum, 
Kans.,  Paintings  Loaned  by  the  Friends  of  Art  Collection,  Wil- 
liam Rockhill  Nelson  Gallenj  and  Atkins  Museum,  Kansas  City, 
22  April-6  May  1956,  no  cat.;  Hackley  Art  Galleiy,  Muskegon, 
Mich.,  Distinguished  Americans ,  30  September-28  October  1956, 


no  cat.;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  50  Years 
of  Collecting:  The  Friends  of  Art  at  the  Nelson;  A  Retrospective 
Exhibition,  15  December  1984-15  January  1985,  no  cat.;  Museum 
of  Fine  Arts,  St.  Petersburg,  Fla.,  Jon  Corbino:  An  Heroic  Vision  , 
11  Januaiy-31  May  1987  (traveled),  no.  45. 

References 

The  One  Hundred  and.  Foriieth  Annual  Exhibition  of  Painting  and 
Sculpture,  exli.  cat.  (Philadelphia:  Pennsylvania  Academy  of  the 
Fine  Arts,  1945),  unpaginated;  H[enry]  C.  H[askell],  "Art  and  Art- 
ists: Kansas  City  Loses  a  Patron  Who  ReUeved  in  Modern  Art," 
Kansas  City  Star,  1  Februaiy  1946,  16;  "Friends  in  Deed,"  Art 
Digest  20  (15  March  1946),  lo;  Neiv  Accessions  USA,  exh.  cat. 
(Colorado  Springs:  Colorado  Springs  Fine  Arts  Center,  1946), 
unpaginated;  "Modern  Painters  Are  Aided  by  the  Friends  of  Art," 
Kansas  Citij  Star,  12  April  1947,  9D;  Winifred  Shields,  "A  Special 
Collection  of  Works  Is  Growing  at  Nelson  Galleiy,"  Kansas  City 
Star,  19  May  1950,  28;  "Modern  Art  Group  on  Exliibit,"  Wichita 
(Kans.)  Beacon,  22  April  1956,  12C  (as  Korbino);  NAMA  1959, 
255;  New  Accessions  USA,  1Q46-1Q60,  exh.  cat.  (Colorado  Springs: 
Colorado  Springs  Fine  Arts  Center,  i960),  unpaginated;  NAMA 
1973,  251;  Diane  Lesko,  Marcia  Corbino,  and  Lee  Corbino,  Jon 
Corbino:  An  Heroic  Vision,  exli.  cat.  (St.  Petersburg,  Fla.:  Museum 
of  Fine  Arts,  1987),  87. 


Jasper  F.  Crofsey  (1823-1900) 

Stonehenge,  1876 
(Stonehenge,  Salisbury  Plains) 

Oil  on  canvas 

24V4  X  54 '/s  in.  (61.6  X  137.5  cm) 

Signed  and  dated  lower  right:  J.  F.  Cropsey  / 1876 

Gift  of  Mrs.  Thomas  King  Baker  and  Mrs.  George  H.  Bunting  Jr.,  81-11 

Technical  Notes 

The  tightly  woven,  medium-  to  hea\yweight,  plain-weave  canvas 
is  attached  to  the  original  panel-back  stretcher.  It  has  been  lined 
with  a  BEVA  371  adhesive,  causing  the  weave  to  be  enhanced. 
The  opaque,  off-white  ground  was  probably  applied  by  Cropsey, 
who  also  applied  an  opaque,  medium-toned  pink  imprimatura 
overall.  Infrared  reflectography  reveals  a  regular  pattern  of  evenly 
spaced,  pinpoint-size  dots,  made  wdth  charcoal  or  black  pigment. 
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demarcating  the  contours  of  the  sheep,  pond,  shadows  on  the 
grass,  and  a  few  of  the  large  stones.  These  dots  suggest  that  Crop- 
sey  used  a  pouncing  technique  to  transfer  a  drawn  composition  to 
the  primed  canvas.  A  caUigraphic  graphite  hne  follows  the  dotted 
lines  of  the  stream.  A  horizontal  arrangement  of  dots  on  the  left 
side  of  the  stream,  which  does  not  correspond  to  the  overlying 
composition,  may  represent  a  change  made  by  the  artist.  Cropsey 
painted  the  landscape  directly  with  fluid,  medium-rich  paint  and 
pronounced  brushwork.  Low  impasto  is  present  in  the  stones  and 
foreground.  Cropsey  used  a  warm  glaze  to  tone  the  upper  right 
section  of  the  foreground  and  emphasize  the  glow  of  the  sunset. 
Horizontal  mechanical  cracks  are  present  on  the  left  and  right 
edges,  and  slightly  diagonal  cracks  have  developed  in  the  upper 
left  quadrant.  A  discontinuous,  matte,  vertical  line  is  present  on 
the  left  edge.  Pinpoint  brown  discolorations  are  evident  on  the 
topmost  peaks  of  the  brushstrokes.  A  small  amount  of  retouch  is 
scattered  throughout,  particularly  on  the  top  edge,  and  is  in  good 
condition.  Two  scratches  in  the  paint  were  retouched  on  the  top 
edge,  center,  and  right  side.  The  synthetic  varnish  appears  to  be 
in  good  condition. 

Provenance 

Felix  Hinsberg,  Passaic,  N.J.,  1877;  to  (Anderson  Galleries,  New 
York,  16-17  December  1912,  lot  293);  WiUiam  B.  Beam,  Hacken- 
sack,  N.J.,  by  1914;  (Victor  D.  Spark,  New  York,  by  1977);  to  Mila 
H.  Baker,  Kansas  City,  Mo.,  and  Karen  Dean  Bunting,  Shawnee 
Mission,  Kans.,  1977;  to  NAM  A,  1981. 

Related  Works 

Stonehenge,  2  July  1849,  graphite  and  white  wash  on  paper,  678  x 
qWi6  in.  (17.5  X  24.9  cm),  Museum  of  Fine  Arts,  Boston;  Thumb- 
nail Sketches  of  Twelve  Sheep  at  Kensington  Gardens,  c.  1856-63, 
pencil  with  white  wash  on  paper,  4%  x  3V8  in.  (12.1  x  7.9  cm), 
Newington-Cropsey  Foundation,  Hastings-on-Hudson,  N.Y.;  Rear 
View  of  Sheep,  n.d.,  pencil  with  white  wash  on  paper,  3%  x  2%  in. 
(9.2  X  6.7  cm),  Newington-Cropsey  Foundation,  Hastings-on- 
Hudson,  N.Y.;  Reclining  Sheep  Facing  Right,  n.d.,  pencil  with 
white  wash  on  paper,  6¥i6  x  8V2  in.  (15.7  x  21.6  cm),  Newington- 
Cropsey  Foundation,  Hastings-on-Hudson,  N.Y. 

Exhibition 

William  Rockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Kaleidoscope  of  American  Paint- 
ing: Eighteenth  and  Nineteenth  Centuries,  2  December  1977- 
22  January  1978,  no.  45. 

References 

"Fine  Arts,"  Commercial  Advertiser  (New  York),  30  Januaiy  1877, 
1  (as  Stone  Henge,  Salisbury  Plains,  England);  "Art  and  Artists," 
Home  Journal,  14  Februaiy  1877,  chpping,  NAMA  curatorial  files; 
"Local  Items,"  Jewish  Messenger  (New  York),  22  June  1877,  2; 
Anderson  Galleries,  New  York,  16-17  December  1912,  lot  293 
(as  Stonehenge,  England);  William  S.  Talbot,  Jasper  F.  Cropsey, 


182,3-igoo  (New  York:  Garland  Publishing,  1977),  207-8,  461  (as 
Stonehenge,  Salisbury  Plains);  NAMA  1977,  40;  An  Unprejudiced 
Eye:  The  Drawings  of  Jasper  F.  Cropsey,  exli.  cat.  (Yonkers,  N.Y: 
Hudson  River  Museum,  1979),  35;  Ross  E.  Taggart,  "American 
Paintings  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mis- 
souri," Antiques  122  (November  1982),  1038;  Gertrude  Grace 
Sill,  "Americans  Abroad,"  Portfolio:  The  Magazine  of  Fine  Arts  5 
(March-April  1983),  72-73;  NAMA  1991,  92;  Peter  J.  Casagrande, 
Tess  of  the  d'Urbervilles:  Unorthodox  Beauty  (New  York:  Twayne 
Pubhshers,  1992),  cover;  NAMA  1993a,  228,  236. 


John  Steuart  Curry  (1897-1946) 
The  Bathers,  c.  1928  -f 

Oil  on  canvas 

30VS  X  ^oVh  in.  (76.5  X  101.9  cm) 
Signed  lower  riglit:  John  Steuart  Curry 

Purchase:  acquired  witli  a  donation  in  memoiy  of  George  K.  Bauni  II  by 
his  family,  G.  Kenneth  Baum,  Jonathan  Edward  Baum,  and  Jessica  Baum 
Pasmore,  and  through  tlie  bequest  of  Celestin  H.  Meugniot,  F98-3 

Technical  Notes 

The  original  canvas  is  a  tightly  woven,  plain-weave  fabric  and 
has  been  lined  to  a  secondaiy  support  with  a  wax-based  adlie- 
sive,  flattening  the  low  impasto  and  enhancing  the  canvas  weave, 
hitact  tacldng  margins  indicate  the  dimensions  are  original.  The 
thin,  opaque,  and  off-white  ground  layer  was  likely  commercially 
apphed.  Infrared  reflectography  reveals  a  few  faint  graphite  lines 
defining  the  head  of  the  central  figure  stepping  out  of  the  water, 
the  horizon  line  on  the  proper  right  side  of  the  central  young  boy, 
and  the  bucket.  Cuny  appears  to  have  applied  paint  strokes  to 
build  the  composition  gradually,  painting  directly  with  thin  layers 
of  opaque,  pastelike  paint.  Loose  brushwork  is  prominent  overall, 
although  the  flesh  tones  are  somewhat  blended.  A  small  amount 
of  low  impasto  was  formed  by  thicker  paint  strokes.  Cuny  outhned 
many  of  the  figures  with  fine  red-brown  and  orange  strokes.  As  a 
result  of  Curry's  technique,  fine  paint  wrinkling  and  disfiguring 
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traction  cracking  are  present  overall.  A  few  localized  mechanical 
cracks  appear  throughout.  Two  campaigns  of  retouch  are  apparent 
under  ultra\dolet  radiation  and  are  slightly  discolored.  The  varnish, 
probably  synthetic,  is  uneven. 

Provenance 

To  Kathleen  Gould  Cuny  (the  artist's  wfe),  1946;  to  Ellen  Cuny 
Schuster  (their  daughter);  to  Dr.  Daniel  B.  Schuster  (husband  of 
Ellen  Cuny  Schuster),  Rush,  N.Y.,  1982;  to  estate  of  Daniel  Schus- 
ter, 1996;  to  John  Steuart  Cuny  Foundation,  1997;  to  NAMA, 
1998. 

Related  Work 

Study  for  "The  Bathers"  c.  1928,  hard  charcoal  or  conte  crayon  on 
paper,  qYu^  x  13^16  in.  (23.7  x  34.4  cm),  Nelson-Atkins  Museum 
of  Art,  Kansas  City,  Mo. 

Exhibitions 

Ferargil  Galleries,  New  York, /o/zn  Steuort  Curry,  29  November- 
12  December  1930,  no  cat.;  Lakeside  Press  Galleries,  Chicago, 
A  Loan  Exhibition  of  Drawhigs  and  Paintings  by  John  Steiuui: 
Curry,  1  March-28  April  1939,  no.  19;  Milwaukee  Art  Institute, 
The  Art  of  John  Steuart  Curry,  5  September-15  October  1946, 
no.  4;  Joslyn  Art  Museum,  Omaha,  Neb.,  John  Steuart  Curry 
Memorial  Exhibition,  16  December  1952-8  Februaiy  1953,  no 
cat.;  Wichita  Art  Museum,  Kans.,  One-Man  Exhibition  of  Work  by 
John  Steuari  Curry,  22  March-23  April  1953,  no.  2;  Kansas  State 
Capitol,  Topeka, /o/in  Steuart.  Curry.  A  Retrospective  Exhibition  of 
His  Work,  organized  by  the  University  of  Kansas  Museum  of  Art, 
Lawrence,  3  October-3  November  1970,  no.  5;  Elvehjem  Museum 
of  Art,  Madison,  Wise,  John  Steuart  Curry:  Inventing  the  Middle 
West,  7  March-3  Januaiy  1999  (traveled),  no.  11;  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Mid- 
west as  Muse,  5  Februaiy-31  July  2005,  no  cat. 

References 

"Kansas  Has  Found  Her  Homer,"  ISIew  York  Times,  7  December 
1930,  sec.  9,  11;  Catalogue  of  a  Loan  Exhibition  of  Draioings  and. 
Paintings  by  John  Steuart  Curry,  luith  an  Evaluation  of  the  AH- 
ist  and  His  Work  by  Thomas  Craven,  exh.  cat.  (Chicago:  Lake- 
side Press  Galleries,  1939),  13;  "Important  Works  of  John  Steuart 
Cuny,"  Demcourier  11  (April  1941),  16;  Laurence  E.  Schmecke- 
bier, /o/i?-i  Steuart  Curry's  Pageant  of  America  (New  York:  Ameri- 
can Artists  Group,  1943),  48,  58-59,  258,  272;  The  Art  of  John 
Steuart  Curry,  exh.  cat.  (Milwaukee:  Milwaukee  Art  Institute, 
1946),  3;  John  Steuart.  Curry:  A  Retrospective  Exhibition  of  His 
Work  Held  at  the  Kansas  State  Capitol,  exh.  cat.  (Lawrence:  Uni- 
versity of  Kansas  Museum  of  Art,  1970),  59,  76;  Donald  D.  Jones, 
"Kansas'  Second  Look  at  Cuny  Paintings,"  Kansas  City  Star  Maga- 
zine, 27  September  1970,  9;  "Selected  Paintings  by  John  Steuart 
Cuny,"  Kimsas  Quarterly  2  (Fall  1970),  59;  Patricia  Junker  et  al, 
John  Steimrt  Curry:  Inventing  the  Middle  West,  exh.  cat.  (New 
York:  Hudson  Hills  Press,  in  association  with  Elvehjem  Museum 


of  Art,  1998),  21,  90,  142-43;  Patricia  Junker,  "John  Steuart  Cuny," 
American  Art  Review  10  (June  1998),  130;  David  Bonetti,  "A 
Social  Realist  Revived,"  San  Francisco  Examiner,  12  June  1998, 
D19;  Bram  Dijkstra,  American  Expressionism:  Art  and.  Social 
Change,  1Q20-1Q50  (New  York:  liany  N.  Abrams,  in  association 
with  Columbus  Museum  of  Art,  2003),  53-55;  Jonathan  Weinberg, 
Male  Desire:  The  Homoerotic  in  American  Art  (New  York:  Hany 
N.  Abrams,  2004),  76-79,  202;  Randall  R.  Griffey,  "Bingham  to 
Benton:  The  Midwest  as  Muse,"  American  Art  Review  17  (April 
2005),  100. 


John  Steuart  Curry  (1897-1946) 
The  Pigeon,  c.  1939 

Oil  on  Masonite 

20V4  X  16%  in.  (51.4  X  41.6  cm) 

Giftofl^aniel  B.  Schuster,  F96-13 

Technical  Notes 

The  dimensions  of  the  Masonite  panel  are  original.  The  opaque, 
beige  ground  layer  was  applied  by  the  artist.  Cuny  rendered  the  oil 
painting  direcdy,  using  multiple  layers  and  thick  opaque  paint  \vith 
a  pasteUke  consistency.  Brushstrokes  are  prominent  in  the  sky,  and 
fine  paint  strokes  and  palette  knife  work  define  the  details  of  the 
city  on  the  bottom  edge.  There  is  a  significant  amount  of  \dsually 
disruptive  traction  cracking  in  the  sly  and  bird.  With  the  exception 
of  the  bird,  the  traction  cracks  have  been  retouched;  however,  the 
retouch  is  discolored.  Fine  paint  wrinkling  is  also  apparent.  The 
varnish  is  likely  synthetic. 
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Provenance 

To  Kathleen  Gould  Cuny  (the  artist's  wife),  1946;  to  Ellen  Cuny 
Schuster  (their  daughter);  to  Dr.  Daniel  B.  Schuster  (husband  of 
Ellen  Cuny  Schuster),  Rush,  N.Y.,  1982;  to  NAMA,  1996. 

Reference 

Patricia  Junker  et  al.,  John  Steuart  Curry:  Inventing  the  Middle 
West,  exli.  cat.  (New  York:  Hudson  Hills  Press,  in  association  with 
Elvehjem  Museum  of  Art,  1998),  86. 


Andrew  Dasburg  (1887-1979) 
Loren  Mozley,  1928  4- 

Oil  on  canvas 

4o'/s  X  26'/s  in.  (101.9  ^  66.4  cm) 
Signed  lower  left:  Dasburg. 

Gift  of  Mr.  and  Mrs.  Richard  M.  Hollander,  59-41 

Technical  Notes 

The  original  canvas  is  a  plain-weave,  tightly  woven  fabric  that 
was  lined  with  a  wtix-based  adhesive  when  Museum  consei'vation 
staff  cleaned  and  revarnished  the  painting  in  1978.  Intact  tacking 
margins  indicate  the  dimensions  are  original.  The  thin,  opaque, 
and  off-white  ground  layer  was  commercially  applied.  Infrared 
reflectography  reveals  an  underdrawing  consisting  of  a  few  fine 
paint  strokes  that  define  the  facial  features  and  a  few  horizontal 
fines  marking  the  location  of  the  knuckles  on  the  proper  left  hand. 
The  underdrawing  lines  of  the  proper  right  hand  do  not  align  with 
the  fingers  in  the  final  composition.  Several  broad,  curving  palette 
knife  marks  in  the  background  at  right  do  not  correspond  with  the 
compositional  forms.  Thick  paint  strokes  in  the  underlying  layers 
reveal  that  Dasburg  slightly  reduced  Mozley's  proper  right  side  and 
raised  his  collar.  X-radiography  reveals  a  wide,  linear  band  on  the 


right  edge,  indicating  that  Dasburg  altered  the  background.  The 
portrait  was  rendered  using  an  indirect  oil  painting  technique.  The 
paint  ranges  from  thin  and  fluid  to  somewhat  thicker  and  pastelike, 
applied  wet  into  wet.  A  few  dark  glazes  were  applied  to  the  shadows 
of  the  figure.  In  the  background,  Dasburg  appfied  cross-hatching 
paint  strokes  with  a  flat  brush,  forming  a  regular,  rectangular  pat- 
tern in  the  drapeiy.  Cross-hatching  is  also  evident  in  other  areas  of 
the  painting  such  as  the  forehead,  collar,  and  jacket.  Palette  knife 
mai'ks  in  the  underlying  layers  of  the  background  produce  texture 
in  this  region.  Fine,  primarily  horizontal  mechanical  cracks  have 
developed  overall  but  are  not  visually  disturbing.  Retouch  is  pres- 
ent, mainly  at  the  perimeter  edges. 

Provenance 

To  Mr.  and  Mrs.  Richard  M.  Hollander,  Kansas  City,  Mo.,  1940; 
to  NAMA,  1959. 

Exhibitions 

Frank  K.  M.  Rehn  Galleries,  New  York,  Andrew  Dasburg,  19- 
31  March  1928,  no.  7  (as  Laurent  Mozley);  Pennsylvania  Academy 
of  the  Fine  Arts,  Philadelphia,  The  One  Hundred  and  Thirty -fourth 
Annual  Exhibition  of  Painting  and  Sculpture,  29  Januaiy-5  March 
1939,  no.  287;  Art  Museum,  University  of  New  Mexico,  Albuquer- 
que, Andrew  Dasburg,  iSSj-iqjq:  A  Retrospective  Exhibition, 
28  October  1979-31  March  1981  (traveled),  unnumbered  (as  Por- 
trait of  Loren  Mozley). 

References 

Exhibition  by  Andrew  Dasburg,  exli.  cat.  (New  York:  Frank  K.  M. 
Rehn  Galleries,  1928),  unpaginated  (as  Laurent  Mozley);  Efisabeth 
Luther  Gary,  "Savant  and  Primitive:  Progression  through  Cubistic 
Influences  to  Personal  Expression — A  Deficate  Art,"  ISlew  York 
Times,  18  March  1928,  X14  (as  Laurent  Mazely);  Catalogue  of  the 
One  Hundred  and  Thirty-fourth  Annual  Exhibition  of  Painth2g 
and  Sculpture,  exh.  cat.  (Philadelphia:  Pennsylvania  Academy  of 
the  Fine  Arts,  1939),  unpaginated;  Jeriy  Rywaters,  Andreiv  Das- 
burg, exli.  cat.  (Dallas:  Dafias  Museum  of  Fine  Arts,  1957),  unpagi- 
nated (as  Poi~trait  of  Loren  Mozley);  NAMA  1973,  251;  Van  Deren 
Coke,  Andreio  Dasburg,  iSSj-igyg:  A  Retrospective  Exhibition, 
exh.  cat.  (Albuquerque:  Art  Museum,  University  of  New  Mexico 
Press,  1979),  6  (as  Portrait  of  Loren  Mozley);  Van  Deren  Coke, 
Andrew  Dasburg  (Albuquerque:  University  of  New  Mexico  Press, 
1979),  viu,  79-82,  138;  Sheldon  Reich,  Andreio  Dasburg:  His  Life 
and  Art  (Lewisburg,  Pa.:  BuckneU  University  Press,  1989),  56-57; 
NAMA  1991,  169;  Journal  of  the  American  Medical  Association 
274  (6  September  1995),  673,  676,  cover. 
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References 

"Davey  Shows  Varied  Work  in  Exliibit,"  New  Mexican,  5  May  1957, 
5;  Randall  Davey,  exli.  cat.  (Santa  Fe:  Museum  of  New  Mexico  Art 
Galleiy,  1957),  unpaginated;  NAMA  1991,  138. 


Randall  Davey  (i887-1964) 

Spanish  Child  in  White,  c.  1912  -f 

{Portrait  of  a  Girl  in  White;  Little  Girl  in  White) 

Oil  on  canvas 

X  15VS  in.  (51.3  X  38.4  cm) 
Signed  lower  left:  Randall  Davey 
Bequest  of  Mrs.  Peter  T.  Bohan,  F83-30/38 


Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  hned  using  a 
wax-based  adhesive.  Although  the  original  tacking  margins  have 
been  removed,  stretcher  cracks  indicate  that  the  dimensions  have 
not  been  significantly  altered.  Davey  appfied  a  gray  imprimatura 
over  the  opaque,  black  ground.  He  painted  the  figure  alia  prima 
with  broad,  spontaneous  strokes  applied  wet  into  wet.  Thick 
brushstrokes  in  the  underlying  paint  suggest  that  Davey  reduced 
the  width  of  the  proper  right  shoulder  and  arm.  A  few  localized 
mechanical  cracks  are  present  in  the  body  of  the  sitter,  and  a  diago- 
nal feather  crack  has  developed  in  the  brown  shadow  of  her  proper 
right  arm.  A  small  amount  of  paint  abrasion  is  evident  in  the  face, 
and  fine  retouch  is  scattered  throughout.  Residues  of  an  earlier, 
yellowed  varnish  remain  in  the  interstices  of  the  paint.  A  small 
delamination  between  the  original  canvas  and  the  lining  fabric 
is  evident  at  the  bottom  of  the  left  edge.  The  varnish,  which  is 
probably  synthetic,  has  a  satin  sheen. 

Provenance 

To  Mrs.  Peter  T.  Bohan,  Kansas  City,  Mo.,  by  1957;  to  NAMA, 
1983' 

Exhibition 

Museum  of  New  Mexico  Art  Galleiy,  Santa  Fe,  Randall  Davey, 
5-31  May  1957,  unnumbered. 


Stuart  Davis  (1892-1964) 
Hotel  de  France,  1928  i 

Oil  on  canvas 

28%  X  23%  in.  (73.3  X  60.6  cm) 
Signed  lower  right:  stuart  DAVIS 

Purchase:  Nelson  Trust  and  Nelson  Gallery  Foundation  through  the 
exchange  of  bequests  of  Inez  Grant  Parker;  Content  Aline  Johnson  in 
memory  other  inother,  Augusta  Adelaide  Johnson;  Thomas  Hart  Benton; 
Katherine  Hawey;  Frances  M.  Logan;  and  Mrs.  Nell  H.  Stevenson  from 
the  estate  of  S.  Herbert  Hare;  and  gifts  of  Claudine  Hancock  Boyle  in 
memory  other  husband,  Murat  Boyle;  Mr  and  Mrs.  Perry  Faeth;  Mr  and 
Mrs.  Albert  R.  Jones;  Mrs.  Peter  T.  Bohan;  and  Mrs.  David  M.  Lighton 
through  the  Friends  of  Art;  and  another  Trust  propeiiy,  96-21 

Technical  Notes 

The  tightly  woven,  lightweight,  plain-weave  canvas,  which  has  a 
loose  lining  attached  to  the  original  strainer  with  staples,  was  pre- 
primed  with  an  opaque,  off-white  ground.  Thin  gray  paint  is  visible 
between  thickly  painted  shapes,  suggesting  that  Davis  underpainted 
these  forms.  The  artist  used  a  palette  knife  to  apply  a  thick,  some- 
what smooth  layer  of  opaque  paint  to  each  individual  shape.  In 
some  areas,  he  scraped  the  paint  to  reveal  the  ground  layer  below. 
He  used  a  brush  to  outfine  and  paint  in  smaller  shapes.  A  coarse, 
lumpy  material  was  incorporated  into  the  white  paint  of  the  build- 
ing on  the  right  side.  Davis  incised  the  wet  paint  to  form  lines  and 
added  fine,  fluid  strokes  of  paint  or,  in  some  places,  ink  to  render 
the  details.  A  previously  mended  tear  is  located  in  the  lower  diird 
of  the  yellow  building.  There  are  stretcher  cracks,  wide,  cupping 
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mechanical  o'acks,  and  diagonal  cracks  o\'ei"all.  Mnseum  consemi- 
tion  staff  treated  the  painting  in  1995,  securing  areas  of  active  lift- 
ing paint  in  the  dark  green  and  pale  gray  foreground  and  remo\ang 
surface  grime,  hvo  layers  of  synthetic  yarnish,  and  large  areas  of 
oyeipaint.  Planar  distortions  were  somewhat  reduced  at  this  time. 
Howeyer,  slight  canx'as  distortions  are  xdsible  overall  and  relate  to 
the  thick  paint  application  and  the  inability  of  the  auxiliaiy  support 
to  expand  and  increase  the  canvas  tension.  Areas  of  loss  were  filled 
and  toned,  and  synthetic  varnish  was  applied  to  the  surface. 

Provenance 

To  (Downtown  Gallery,  New  York,  1928);  to  Martin  C.  Schwab, 
Chicago,  by  1929;  to  Katherine  Boutet  Scallan  (his  daughter), 
Chicago,  by  descent,  1947;  to  (Owings-Dewey  Fine  Art,  Santa 
Fe,  1995);  to  (Gerald  Peters  Galleiy,  Santa  Fe,  1995);  to  NAMA, 
1996- 

Related  Works 

Study  for  "Hotel  de  France,"  1928,  graphite  on  paper,  12%  x  qVh  in. 
(31.4  X  23.2  cm).  Anion  Carter  Museum,  Fort  Worth;  Hotel  de 
France,  1929,  lithograph,  13/8  x  11  in.  (35.2  x  27.9  cm).  Anion 
Carter  Museum,  Fort  Worth. 

Exhibitions 

Downtown  Galleiy,  New  York,  Paris  bij  Americans:  Exhibition  of 
Work  by  Americans  in  Paris,  7-28  October  1928,  no.  3;  Municipal 
Art  Gallery,  Atlantic  City,  N.J.,  Exhibition  of  American  Contem- 
porary Art.,  19  June-i  October  1929,  no.  14;  Crillon  Galleries, 
Philadelphia,  Stuart  Davis,  5-21  December  1931,  no  cat.;  Cincin- 
nati Modern  Art  Society,  Ohio,  Marsden  Hartley,  Stuart  Davis, 
24  October-24  November  1941,  unnumbered;  Museum  of  Modem 
Art,  New  York,  Stuart  Davis,  16  October  1945-3  Februaiy  1946, 
unnumbered;  Phillips  Collection,  Washington,  D.C.,  Americans 
in  Paris  (1921-1931  ).•  Man  Ray,  Gerald  Muiyhij,  Stuart  Davis, 
Alexander  Calder,  27  April-18  August  1996,  unnumbered. 

References 

Margaret  Breuning,  "Art  Season  Opens  with  Many  Sliows  and 
Promise  of  Brilliant  Events,"  ISJeic  York  Evening  Post,  13  October 

1928,  sec.  3,  6;  Edward  Alden  Jewell,  "Art  Galleries  Offer  a  Rich 
Display:  French  Art  Now  Here  in  Abundance — Native  Painters 
Reveal  Present  Trend — British  and  American  Etchings,"  New  York 
Times,  14  October  1928,  sec.  10,  13;  transition  (Paris)  14  (Fall 
1928),  cover;  Paris  by  Americans:  Exhibition  of  Work  by  Ameri- 
cans i)}  Paris,  exh.  checklist  (New  York:  Downtown  Galleiy,  1928), 
unpaginated;  Edward  Alden  Jewell,  "Contemporaiy  American 
Art  Joins  Boardwalk  Parade:  Some  of  Our  Leading  Moderns  Put 
on  an  Excellent  Show  in  Atlantic  City,"  Neio  York  Times,  23  June 

1929,  Xio;  Chicago  Evening  Post  Magazine  of  the  Art  World,  2  July 
1929,  clipping,  NAMA  curatorial  files;  "Boardwalk  Gallery  Made  a 
Popular  Start,"  New  York  World,  13  October  1929,  sec.  2,  5;  Exhi- 
bition of  American  Contemporary  Art,  exh.  cat.  (Atlantic  Cit\',  N.J.: 
Atlantic  City  Art  Association,  1929),  unpaginated;  Weldon  Bailey, 


"Exhibition  of  Paintings  hy  Stuart  Da\'is  Seen  in  Crillon  Galleries," 
Philadelpliia  Record,  13  December  1931,  8D;  Marsden  Hartley, 
Stuart  Davis,  exh.  cat.  (Cincinnati:  Cincinnati  Modern  Art  Society, 
1941),  13;  James  Johnson  Sweeney,  Stuart'  Davis,  exh.  cat.  (New 
York:  Museum  of  Modern  Art,  1945),  35;  Winthrop  Sargeant, 
"Why  Artists  Are  Going  Abstract:  The  Case  of  Stuart  Davis,"  LIFE, 
17  Februaiy  1947,  80;  Rudi  Blesh,  Stuart  Davis  (New  York:  Grove 
Press,  i960),  51,  pi.  22;  Dickran  Tashjian,  William  Carlos  Williams 
and  d\e  American  Scene,  ig20-iQ40,  exh.  cat.  (New  York:  Whit- 
ney Museum  of  American  Art,  in  association  with  Universitv'  of 
California  Press,  1978),  26;  Jane  Myers,  ed.,  Stuart  Davis:  Graphic 
Work  and  Related  Paintings,  exh.  cat.  (Fort  Worth:  Amon  Carter 
Museum,  1986),  8,  24,  42;  Lewis  Kachur,  Stuart  Davis:  An  Ameri- 
can in  Paris,  exh.  cat.  (New  York:  Whitney  Museum  of  American 
Art  at  Philip  Morris,  1987),  6;  Patricia  Plills,  Stuart  Davis  (New 
York:  Hariy  N.  Abrams,  in  association  with  National  Museum  of 
American  Art,  Smithsonian  Institution,  1996),  82,  84;  Efizabeth 
Hutton  Turner  et  al.,  Americai\s  in  Paris  (i^'zi-icyji):  Man  Ray, 
Gerald  Muiyhy,  Stuart  Davis,  Alexander  Calder,  exh.  cat.  (Wash- 
ington, D.C.:  Counteq:)oint,  in  association  with  Phillips  Collec- 
tion, 1996),  31,  52,  166,  170;  Diane  Schaiper,  "Americans  in  Paris 
Changed  the  Look  of  Modem  Art,"  Baltimore  Sun,  2  August  1996, 
lE,  3E;  Margaret  C.  Conrads,  "Museum  Acquires  Stuart  Daxas 
Painting,"  News  (Nelson-Atkins  Museum  of  Art),  April  1997,  2, 
cover;  Alice  Thorson,  "Giant  Arachnid  Tops  Accpisition  List,"  Kcnt- 
sas  City  Star,  11  May  1997,  K3;  "Sheldon  Finally  Achieves  Goal 
of  Acquiring  Work  by  Cornell,"  Sunday  World-Herald  (Omaha, 
Neb.),  15  June  1997,  Parade  magazine  sec,  13;  Calendar  oj  Events 
(Nelson-Atkins  Museum  of  Art),  October  2002,  8. 


Arthur  Garfield  Dove  (18S()-1946) 
Tree,  1934  "i* 

Oil  oil  canvas 

i8'/i6  X  24  in.  (45.9  X  61  cm) 
Signed  lower  center:  Dove — 
Gift  of  Commerce  Bancshares,  Inc.,  2003.3 
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Technical  Notes 

The  tightly  woven,  Ughtweight,  plain-weave  canvas  has  numerous 
slubs  and  irregularities  and  has  been  lined  using  a  wax-based  adhe- 
sive. The  painted  picture  surface  does  not  extend  to  the  intact  tack- 
ins  edees,  indicatino;  that  the  dimensions  are  original.  The  canvas  is 
commercially  primed  with  an  opac^ue,  bright  white  ground.  Infrared 
reflectography  reveals  a  calligraphic  graphite  underdrawing,  which 
loosely  positions  die  shapes  of  the  composition.  Dove  apphed  thin 
washes  of  paint  that  stain  the  groimd  layer,  and  the  canvas  weave 
is  prominent  in  these  thinly  painted  regions.  He  painted  directly, 
wet  into  wet,  with  layers  of  thin,  fluid,  opac^ue  paint.  Se^'eral  thick- 
paint  strokes  produce  some  low  inipasto.  A  small  amount  ol  fine 
craquelui'e  and  a  diagonal  feather  crack  are  present  in  the  center, 
and  some  pinpoint-size  i"etonch  appears  near  the  bottom,  right, 
and  top  edges.  Museum  consen/ation  staff  treated  the  painting  in 
1978,  at  which  time  tht^  canvas  was  lined,  minor  paint  losses  were 
filled  and  retouched,  and  a  layer  of  synthetic  varnish  was  applied. 
The  painting  was  unvarnished  before  treatment.  Museimi  conser- 
vation staff  treated  the  painting  again  in  2005.  Having  discolored, 
the  varnish  applied  in  1978  was  removed.  The  painting  was  spar- 
ingly re\  arnished  to  increase  saturation  yet  retains  the  appearance 
of  being  unvarnished  as  the  artist  intended. 

Provenance 

(Downtown  Galleiy,  New  York,  by  1961);  to  Commerce  Bank, 
Kansas  City,  Mo.,  1964;  to  NAMA,  2003. 

Related  Work 

Tree  7,  1934,  graphite,  ink,  and  watercolor  on  paper,  5x7  in. 
(12.7  X  17.8  cm),  Alexandre  Galleiy,  New  York,  as  of  2005. 

EXFIIBITIONS 

Possibly  An  American  Place,  New  York,  Ai-flnir  G.  Dove:  Neic 
Things  and  Old,  17  April-june  1934,  no  cat.;  possibly  An  American 
Place,  New  York,  Aiilinr  G.  Dove,  1-27  May  1935,  no  cat.;  Mont- 
gomeiy  Museum  of  Fine  Arts,  Ala.,  Aii  Inc.:  American  PaiiUings 
from  Coiyorate  Collections,  7  March-30  December  1979  (trav- 
eled), no.  29. 

References 

Possibly  Edwan  Alden  Jewell,  "Exhibition  Shows  Dove  s  Early  Art," 
New  York  Times,  21  April  1934,  13;  Art  Inc.:  American  Paintings 
from  Coiyorate  Collections,  exli.  cat.  (Montgomeiy,  Ala.:  Mont- 
gonieiy  Museum  of  Fine  Arts,  in  association  with  Brandwdne 
Press,  1979),  120-21;  Ann  Lee  Morgan,  Arthnr  Dove:  Lif'  and 
Work  with  a  Catalogue  Raisonne  (Newark:  University  of  Delaware 
Press,  1984),  216;  Commerce  Bancsliares  Collection  (Kansas  City, 
Mo.:  Commerce  Bancsliares,  1989),  unpaginated;  NAMA  1991, 
170-71. 


ASHER  B.  DURAND  (1796-1886) 

Landscape,  Welch  Mountain,  1863  -f 
{L(nidscape) 

Oil  on  cam  as 

20 '/i  X  30 '/t  in.  (51.4  X  76. 8  cm) 

Signed  and  dated  lower  left:  .\V>  Dnrand  /  1863 

l-'urcluLse:  Nelson  Trnsl,  33-45 

Technical  Notes 

The  tighth'-  w()\'en,  light^veight,  plain-weave  cauMis  was  commer- 
cially primed  wAXh  an  opac^ue,  beige  gi-ound.  The  original  tacking 
edges  are  intact  and  the  dimensions  have  not  been  altered.  A  thin 
layer  of  medium  grav  paint  \'isible  at  the  edge  of  the  mountain 
range  mav  be  underpainting.  Durand  painted  the  landscape  with 
thin,  fluid,  opaque  paint.  He  used  slightly  thickei-  paint  with  low 
inipasto  and  more  pronounced  brushwork  in  the  mountains  and 
the  foreground.  He  widened  the  bend  in  the  river  neai'  thc^  left 
bank,  and  the  beige  paint  of  the  shore  is  x  isible  beneath  the  thinK" 
painted  blue  water.  Paint  abrasion  is  evident  in  the  sky  and  the 
trees  in  the  foregi-ound.  Numerous  areas  of  discoloi"ed  retouch  are 
scattered  throughout,  several  of  the  largest  appearing  in  the  sly. 
Museum  consen'ation  staff  ti-eated  the  painting  in  1973,  at  which 
time  the)'  i-emoved  a  discolored  varnish,  lined  the  decayed  and 
brittle  can\  as  using  a  wax-based  adhesive,  retouched  losses,  and 
applied  a  synthetic  varnish  with  a  satin  sheen. 

Provenance 

(Army  and  Naw  Cooperatix'e  Supply,  Ltd.,  London,  ly  Februaiy 
1890  until  after  August  1898);  (Conrad  Hug  Ji'.,  Kansas  City,  Mo., 
by  1935);  to  NAMA,  1935. 

Related  Works 

River  Valleij  and  Distant  Hills,  Campton,  N.H.,  1855,  graphite 
wdth  chalk  on  paper,  qWh^  x  13%  in.  (25.2  x  35.2  cm).  New- York 
Historical  Society;  River  Valleij  and  Dislant  Hills,  West  Campion. 
N.H.,  1855,  graphite  v\ddi  chalk  on  paper,  c,W\6  x  13%  in.  (25.2  x 
35.2  cm).  New- York  Historical  Society;  River  Valley  icith  Hills 
Beyond,  Campto)i,  N.H.,  1855,  graphite  with  chalk  on  paper, 
gW\(^  X  13%  in.  (25.2  X  35.2  cm).  New- York  Historical  Society; 
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Valley  tcith  Mountain  Ran^e  Beyond,  N.H.,  1855,  graphite  wdth 
chalk  on  paper,  gWie  x  13%  in.  (25.2  x  35.2  cm).  New- York  His- 
torical Societ)';  View  across  a  Valley  to  a  Distant  Range  of  Moun- 
tains, N.H.,  1855,  graphite  wnth  chalk  on  paper,  g^Vu^  x  13%  in. 
(25.2  X  35.2  cm),  New- York  Historical  Society. 

Exhibitions 

Montclair  Alt  Musemn,  N.J.,  A.  B.  Durand,  iyg6-i886, 24  October- 
28  November  1971,  no.  79  (as  Landscape);  William  Rockhill  Nel- 
son Galleiy  of  Art  and  Mai-y  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Mo.,  Nineteendi  Century  Ainerica)i  Paintin^^  17  Februaiy- 
31  March  1974,  no  cat.  (as  Landscape);  Charles  H.  MacNider 
Museum,  Mason  City  Iowa,  igth-Century  American  Arts  and 
Crafts:  Selections  from  the  Collections  of  the  Nelson  Gallery-Atkins 
Museum,  17  August-14  September  1975,  no  cat.;  William  Rock- 
hill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts, 
Kansas  City,  Mo.,  Kaleidoscope  of  American  Painting:  Eighteenth 
and  Nineteenth  Centuries,  2  December  1977-22  Januaiy  1978, 
no.  44  (as  Landscape). 

References 

"For  Summer  Visitors  to  Loan  Gallery,"  Kansas  City  Journal, 
23  July  1939,  14;  NAMA  1941,  166  (as  Landscape);  NAMA  1959, 
255  i-cis  Landscape);  A.  B.  Durand,  iyQ6-i886,  exh.  cat.  (Montclair, 
N.J.:  Montclair  Art  Museum,  1971),  66  (as  Landscape);  NAMA 
1973,  251  (as  Landscape);  Donald  Hoffmann,  "The  Truth'  in 
American  Art,"  Kansas  City  Star,  24  Februaiy  1974,  4E  (as  Laiid- 
scape);  NAMA  1977, 40  (as  Landscape);  Ross  E.  Taggart,  "American 
Paintings  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mis- 
souri," Anfif/ues  122  (November  1982),  1033,  1036  (as  Landscape); 
Catherine  H.  Campbell,  New  Hampshire  Scenery:  A  Diction- 
ary of  Nineteenth-Century  Artists  of  New  Ha)npshire  Mountain 
Landscapes  (Canaan:  New  Hampshire  Historical  Society,  1985), 
53  (as  Welch  Mountain). 


Thomas  Eakins  (1844-I9i6) 

Frances  Eakins,  c.  1870  + 
(Portrait  of  Mrs.  William  J.  Crowell) 

Oil  oil  canvas 

2.4V16  X  ig'Yiti  in.  (61.1  x  50.6  cm) 
Pnrcliase:  Nelson  Trust,  44-55/2 

Technical  Notes 

The  fine,  lightweight,  plain-weave  canvas  has  been  lined  with  a 
wax-based  adhesive  and  the  tacking  margins  ha\'e  been  removed, 
making  it  impossible  to  determine  whether  the  dimensions  are 
original.  Eakins  applied  an  opaque,  off-white  imprimatura  over 
the  black  ground.  X-radiography  reveals  three  large,  cuiving  geo- 
metric forms  beneath  this  g;round,  which  may  relate  to  an  earlier 
composition.  Although  the  presence  of  an  underdrawing  could  not 
be  confirmed,  Eakins  appears  to  have  outlined  the  edges  of  the 
piano  keys  yath  an  ink  pen,  incising  the  paint  slightly.  He  painted 
the  portrait  with  layers  of  opa(|ne  paint  and  thin  transparent  glazes. 
The  artist  painted  over  a  small  ciix'ular  form  to  the  left  of  the  fig- 
ure and  it  remains  faintK'  \isible  beneath  the  paint  of  the  back- 
ground. Infrared  reflectography  re\'eals  that  he  also  repositioned 
the  figure  s  face  slightly  to  the  left.  Some  fine  mechanical  cracking 
is  present  overall.  Extensive  retouch  tliat  probably  covers  paint 
abrasion  is  most  concentrated  on  the  upper  left  background,  the 
bottom  edge,  the  lower  region  of  the  dress,  and  the  hain  One  dis- 
colored, circular  area  of  retouch  is  particularly  noticeable  at  the 
center  of  the  top  edge.  The  canvas  weave  is  pronounced  as  a  result 
of  the  lining  technique.  Eakins's  onetime  pupil  Charles  Bregler, 
probabh'  "restored"  Frances  Eakins  before  the  Museum  acquired 
it.  Several  notes  from  the  artists  mdow,  Susan  Eakins,  to  Bregler 
reveal  that  her  sister-in-law,  Frances  Eakins  Crowell,  had  sent 
Susan  several  paintings  hx  Eakins  for  restoration.  Susan,  in  turn, 
commissioned  Bregler  to  do  the  job.'  Museum  conseivation  stab 
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relined  Frances  Eakins  in  i960,  at  which  time  they  also  removed 
discolored  natural  resin  \  arnish  and  overpaint,  and  attached  the 
canvas  to  a  new  stretcher  before  retouching  losses  and  applying  a 
synthetic  varnish. 

Provenance 

To  Frances  Eakins  Crowell  (the  sitter  and  sister  of  the  artist),  Avon- 
dale,  Pa.;  to  Dr.  James  W.  Crowell  (her  son),  Claremont,  Cahf ,  by 
descent,  by  1935;  to  (M.  Knoedler  &  Co.,  New  York,  by  1944);  to 
NAMA,  1944. 

Exhibitions 

Pennsylvania  Museum  of  Art,  Philadelphia,  Thomas  Eakins,  1844- 
1916',  March  1930,  no.  16  (as  Poi-frait  of  Mrs.  Willian}  J.  Croic- 
ell);  M.  H.  de  Young  Memorial  Museum  and  California  Palace 
of  the  Legion  of  Honor,  San  Francisco,  Exhibition  of  American 
Painting,  7  June-7  July  1935,  no.  103;  Baltimore  Museum  of  Art, 
Thomas  Eakins,  i844-igi6:  A  Retrospective  Exhibitio)i  of  His 
Paintings,  1  December  1936-1  Januaiy  1937,  no.  3  (as  Portrait 
of  Frances  Eakins);  Philadelphia  Museum  of  Art,  Thomas  Eakins 
Centennial  Exitibition,  1844-1Q44,  8  April  1944-26  October  1945 
(M.  Knoedler  &  Co.,  New  York,  no.  2,  and  Delaware  Art  Center, 
Wilmington,  no.  2,  only);  American  Academy  of  Arts  and  Letters, 
New  York,  Thomas  Eakins,  1844-1Q16:  Exhibition  of  Paintings  and 
Sculpture,  16  January-16  February  1958,  no.  40;  William  Rockhill 
Nelson  Calleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  Nineteenth  Centunj  American  Painting,  17  Februaiy- 
31  March  1974,  no  cat.;  Brand)'wine  River  Museum,  Chadds  Ford, 
Pa.,  Eakins  at  Avondale,  15  March-18  May  1980,  no.  7;  Phila- 
delphia Museum  of  Art,  Thomas  Eakins:  Aiiist  of  Philadelphia, 
29  May-28  November  1982  (traveled),  no.  9. 

References 

Alan  Burroughs,  "Catalogue  of  Work  by  Thomas  Eakins,"  Ai~ts 
5  (June  1924),  328;  "An  Exhibition  of  Thomas  Eakins'  Work," 
Pennsylvania  Museum  Btdletin  25  (March  1930),  18  (as  Poi~trait 
of  Mrs.  William  J.  Crowell);  Lloyd  Goodrich,  Thomas  Eakins,  His 
Life  and  Work  (New  York:  Whitney  Museum  of  American  Art, 
1933),  162,  no.  35;  Exhibition  of  American  Painting,  exh.  cat.  (San 
Francisco:  Press  of  H.  S.  Crocker,  1935),  unpaginated;  Thomas  Ea- 
kins, i844-igi6:  A  Ret  respective  Exhibition  of  His  Paintings,  exh. 
cat.  (Baltimore:  Baltimore  Museum  of  Art,  1936),  unpaginated; 
A  Loan  Exhibition  of  the  Works  of  Thomas  Eakins,  1844-1Q44, 
Commemorating  the  Centennicd  of  His  Birth,  exh.  cat.  (New  York: 
M.  Knoedler,  1944),  11,  27;  "Mastei-piece  of  the  Month — Frances 
Eakins  at  the  Piano,"  Gallenj  Neics  (William  Rockhill  Nelson  Gal- 
lery of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  12  (March  1946), 
2-3;  "March  Exliibitions  throughout  America,"  Magazine  of  Art  39 
(March  1946),  124;  Margaret  McHemy,  Thomas  Eakins  Who  Painted 
(Oreland,  Pa.;  privately  printed,  1946),  20,  96;  Thomas  Eakins, 
1844-1Q16:  Exhibition  of  Paintings  and  Sculpture,  exh.  cat.  (New 
York:  American  Academy  of  Arts  and  Letters,  1958),  unpaginated; 
Eliot  Clark,  "New  York  Commentaiy,"  Studio  155  (June  1958),  184; 


NAMA  1959,  255;  Sylvan  Schendler,  Eakins  (Boston:  Little,  Brown 
and  Company,  1967),  22,  24;  NAMA  1973,  251;  Gordon  Hendricks, 
The  Life  and  Work  of  Thomas  Eakins  (New  York:  Grossman  Pub- 
lishers, 1974),  67,  330,  pi.  8  (as  Portrait  of  Frances  Eakins);  Donald 
Hoffmann,  "The  Truth'  in  American  Art,"  Kcnisas  City  Star,  24 
Februaiy  1974,  4E;  WiUiam  Innes  Homer,  ed.,  Eakins  at  Avondale 
and  Thomas  Eakins,  a  Personal  Collection,  exh.  cat.  (Newark:  Uni- 
versity of  Delaware,  1980),  36;  Ross  E.  Taggart,  "American  Paint- 
ings in  the  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Missouri," 
Antiques  122  (November  1982),  1037;  Lloyd  Goodrich,  Thomas 
Eaki)is  (Cambridge,  Mass.:  Hai-vard  University  Press,  1982),  1:67, 
69;  Darrel  Sewell,  Thomas  Eakins:  AnistofPluladelphia,  exh.  cat. 
(Philadelphia:  Philadelphia  Museum  of  Art,  1982),  9,  12;  Elizabeth 
Johns,  Thomas  Eakins:  The  Heroism  of  Modern  Life  (Princeto]i, 
N.J.:  Princeton  Universitv'  Press,  1983),  116,  120;  Michael  Fried, 
Realism,  Writing,  Disfiguration:  On  Thomas  Eakins  and  Stephen 
Crane  (Chicago:  Universit)'  of  Chicago  Press,  1987),  22,  24,  45, 
50,  53;  NAMA  1991,  72;  John  Wilmerding,  ed.,  Thomas  Eakins, 
exh.  cat.  (Washington,  D.C.:  Smithsonian  Institurion  Press,  1993), 
18,  86;  Kristie  C.  Wolferman,  The  Nelson-Atkins  Museum  of  Art: 
Culture  Comes  to  Kansas  City  (Columbia:  Universit)'  of  Missouri 
Press,  1993),  190. 

Note 

1.  See  Foster  and  Leibokl  microform  edition,  Bregler  Papers,  Series  IV, 
Fiche  6.  Labels  on  the  other  paintings,  Balnj  at  Play  (1876;  National  Gal- 
leiy  of  Art)  and  At  the  Piano  (Frances  and  Margaret  Eakins)  (c.  1871;  Jack 
S.  Blanton  Museum  of  Art,  Austin,  Tex.),  indicate  restoi'ation  dates  in  the 
earlv  19:30s.  Bregler  is  known  to  have  repainted  damaged  portions  of  the 
Eakins  works  he  restored,  and  although  he  did  not  favor  the  glue-and- 
canvas  method  of  "rebacking"  (his  term),  wluch  \\'as  originally  used  on  the 
Nelson-Atkins  painting,  he  did  employ  it  on  occasion.  See  Max  Bockrath, 
"The  C^onsei-vation  of  the  Paintings,"  in  Kathleen  A.  Foster  et  al.  Tiunnas 
Eakins  Rediscovered:  Chades  Brevier's  Thomas  Fjikins  Cotlectioii  al  the 
Pennsijliania  Acadenuj  of  the  Fine  Arts  (New  Ha\'en:  Yale  Universit)'  Press, 
1997)'  457-59' 
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Thomas  Eakins  (1844-1916) 

Female  Nude  (Stiidij),  c.  1881  -f 
{Nude— [The  Model])' 

Oil  on  canvas 

24  ^16  X  i4'/4  in.  (61.4  x  36. S  cm) 
Signed  lower  right:  T.  E 

Gift  from  the  Collection  of  Jnlia  and  Humbert  Tinsman,  F98-30/1 

Technical  Notes 

The  tightlv  woven,  double-threaded,  plain-weave  canvas  has  nu- 
merous slubs  and  irregularities.  It  was  lined  to  a  linen  support  with 
a  glue-based  adhesive,  flattening  the  paint  siu'face  and  enhancing 
the  canv  as  weave,  and  the  tacking  margins  were  removed.  At  some 
point  between  1933  and  1942,  it  was  cut  down  from  its  original 
dimensions.-  X-ravs  reveal  that  Eakins  initialh'  painted  a  fron- 
tal, bust-length  portrait  of  a  man  over  a  lead-based  ground  layer 
He  later  covered  this  portrait  with  a  thin  laver  of  off-white  paint, 
followed  by  a  thin,  semitransparent  brown  Imprimatura,  which 
remains  visible  in  some  areas.  lie  painted  the  nude  with  opacjue, 
medium-rich  paint  and  transparent  glazes.  The  paint  application  is 
generally  thin,  although  pronounced  brushwork  with  low  impasto 
appears  in  the  highlights  of  the  figure.  Under  ultraviolet  radiation, 
the  paint  layers  of  the  background  and  shadows  fluoresce  more 
strongly  than  the  v.'hite  highlights,  probably  indicating  a  higher 
natural  resin  varnish  content  in  the  medium.  Eakins  incised  lines 
into  the  wet  paint  laver  to  establish  a  giid  over  the  figure,  presum- 
ablv  to  transfer  the  studv  to  a  larger  canvas.  A  few  filial  brush- 
strokes  were  applied  o\'er  the  incised  lines.  Under  infrared  light 
it  is  evident  that  Eakins  lowered  the  figure's  proper  left  arm.  The 
painting  is  in  good  condition.  There  are  two  small  ai-eas  of  mild 
cupping.  Fine  mechanical  cracking  is  apparent  overall.  There  is 
a  slightly  biunpv  surface  te.xtiu'e  in  some  areas  possiblv  caused  by 
excess  lining  adliesive.  A  small  amount  of  glossy,  discolored  retouch 


is  scattered  throughout.  With  the  exception  of  a  small  abraded  area 
in  the  feet,  the  glazes  appear  to  be  intact.  The  varnish,  which  is 
possibly  synthetic,  has  a  satin  finish. 

Provenance 

To  Susan  McDowell  Eakins  (wife  of  the  artist),  Philadelphia,  1916; 
to  estate  of  the  artist,  1916;  (Babcock  Galleries,  New  York,  1939); 
to  Julia  and  Humbert  Tinsman,  Shawnee  Mission,  Kans.,  after 
1959;  to  NAMA,  1998. 

Related  Works 

Nude  Woman,  c.  1882,  watercolor  on  paper,  17'/;  x  8%  in.  (43.8  x 
22.2  cm),  Philadelphia  Museum  of  Art;  Unknown  artist.  Life  Cast- 
ing in  the  Cdiestnut  Street  Studio,  c.  1890-92,  ofl  painting,  known 
onl\-  through  Edward  Boulton's  gelatin  glass  negative,  Philadelphia 
Museum  of  Art. 

Exhibitions 

Babcock  Galleries,  New  York,  Exhibition  of  Sketches,  Studies  and 
Intimate  Paintin^is  bij  Thomas  Eaki)is,  31  October-25  No\'ember 
1939,  no.  11  (as  Female  Nude);  Philadelphia  Museum  of  Art, 
Tliomas  Eakins  Centennial  Exhibition,  1844-1^)44,  8  April  1944- 
26  October  1945  (M.  Knoedler  &  Go.,  New  York,  no.  37,  and  Game- 
gie  Institute,  Pittsburgh,  no.  33,  only  [as  Nude,  Female  fStudyj]). 

Reeerences 

Lloyd  Goodrich,  TJiomas  Eakins:  His  Life  ami  \Vod\  (New  York: 
Whitney  Museum  of  American  Art,  1933),  177,  no.  204;'  Exhibi- 
tion  of  Sketches,  Studies  and  Litimate  Pai)itings  bij  Thomas  Eakins, 
exli.  cat.  (New  York:  Babcock  Galleries,  1939),  unpaginated  (as 
Female  Nude);  Roland  Joseph  McKinney,  Tliotnas  Eakins  (New 
York:  Grown  Publishers,  1942),  104  (as  Nude);  A  Loan  Exhibition 
of  the  WoHcs  ofTJiomas  Eakins,  i844-ig44,  Commemoratini^  the 
Centennial  of  His  Bii-tlt,  exh.  cat.  (New  York:  M.  Knoedler,  1944), 
[8],  13  (as  Nude,  Female  [Studi/]};  Thomas  E(d\ins  Centennial 
Exhibition,  1844-1Q44,  exh.  cat.  (Pittsburgh:  Garnegie  Institute, 
1945),  unpaginated;  Fairfield  Porter,  Tlunnas  Eakins  (New  York: 
George  Braziller,  1959),  62  (as  Nude  Back);  Theodor  Siegl,  The 
Thonms  Eakins  Collection  (Phfladelphia:  Philadelphia  Museum  of 
Art,  1978),  102  (as  Nude  Woman);  Margaret  G.  Gonrads,  "Ameri- 
can Art  Treasures  Loaned  to  Nelson-Atkins,"  Calendar  (Nelson- 
Atkins  Museum  of  Art),  December  1998,  2. 

Notes 

1.  The  alternative  title  Nude — (The  Model)  appears  on  an  Eakins  Estate 
label. 

2.  See  Ij]f)\  (l  Goodrich,  Tlioiiias  Eakins:  His  Life  ciiid  Work  (New  York:  Whit- 
ney Museum  of  American  Art,  1933),  177.  The  first  record  of  the  eut-do\\n 
dimensions  is  Roland  NIcKimiev  Thomas  Eakins  (New  York:  Crown, 
1942),  104. 

3.  Before  Goodrich's  catalogue  of  1933,  there  are  several  archi\al  and  pub- 
lished references  to  female  nude  studies  in  oil  by  Eakiiis,  as  well  as  earl)- 
exhibitions  of  them.  However,  because  of  the  lack  of  definiti\'e  titles,  it  is 
almost  impossible  to  know  if  they  pertain  to  the  Nelson-Atkins  cain  as.  One 
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exception  iiia\-  be  llie  uiiclated  list  ofsketelies  kept  by  Siisun  Eakins,  wliicb 
incluck's  as  no.  18  ■"Sketeli  For  Nakt<(l  figure  lor  \vat(>reok)r"  See  Charles 
Brevier's  Thomas  Eakiits  Colhrlioii  (Pliikuklphia:  University  of  Pennsyl- 
vania Press,  1989).  niierofonn.  Series  2,  Susan  Maedowell  Eakins  Papers. 


Thomas  Eakins  (is44-1916) 
Monsignor  James  P.  Turner,  c.  1906  -f 

Oil  on  canvas 

88 '/s  X  41/s  in.  (223.8  X  106.4  <^''") 

Gift  of  the  Enid  and  C'rosln  KenipcM"  Foundation,  F83-41 

Technical  Notes 

The  tightlv  woven,  plain-weave  can\'a.s  has  been  Hnecl  u.sing  a  wax- 
ba.sed  adhesive.  The  original  taeking  margins  are  intaet,  indieating 
that  the  dimensions  have  not  been  altered.  The  opacjne,  (jfl-white 
gi-oimd  was  probabK'  eommereially  applied.  Infrai-ed  refleetogra- 
phy  rex'eals  a  few  horizontal  and  vertical  graphite  grid  lines  in  the 
lower  half  of  the  figure  and  two  graphite  lines  in  the  face;  one 
outlines  the  jaw  and  the  otlier  the  proper  left  eye.  Eakins  under- 
painted  the  background  with  a  brown  wash  that  is  \isible  in  the 
final  composition.  He  applied  the  ku'crs  of  diin,  fluid,  opaque 
paint  wet  into  wet  with  broad,  loose  sti-okes.  Brushsti-okes  and  drip 
marks  in  die  bottom  k^ft  corner  ]-eveal  that  Eakins  added  over- 
lying, transparent  glazes  to  this  area  while  the  painting  rested  on 
its  right  side.  Dark  paint  strokes  in  the  underlying  layers  suggest 
that  die  book  or  its  shadow  was  lowered  slightly.  Eakins  also  made 
several  adiustnients  to  the  floor  tiles,  repositioned  the  hat,  reworked 
the  hands,  and  slightly  reduced  the  cuive  of  the  proper  left  elbow. 
A  fine  craquelure  is  present  overall.  Numerous  paint  losses  ha\'e 
been  filled  and  retouched  throughout,  particularly  in  two  horizon- 
tal bands  of  water  damage  near  the  bottom  edge.  A  puncture  in  the 
canvas  above  the  head  has  been  repaired.  A  small  amount  of  paint 


wrinkling  from  the  original  di-ying  process  is  found  at  the  bottom 
left  edge  of  the  i-obe.  The  painting  undenvent  at  least  two  major 
treatments  before  acquisition.  The  synthetic  x'arnisli  appears  to  be 
even,  somewhat  saturated,  and  transparent. 

Provenance 

To  Monsignor  James  P.  Turner,  Philadelphia;  to  Anna  A.,  Helen  C, 
and  Ehzabeth  A.  King  (his  foster  sisters),  Philadelphia,  1933;  to 
Misericordia  Hospital  (now  Mercy  Hospital  of  Philadelphia), 
before  1962;  to  (Peter  H.  Daxidson  &  Co.,  New  York,  1979);  to 
NAMA,  1983. 

Related  Works 

Portrait  of  Monsi^i^nor  Janes  P.  Tiinicr:  Perspective  Stiidij  and 
Ground  Plair  c.  1906,  graphite  with  red  and  blue  pen  and  ink  on 
paper,  35 '/16  x  33  in.  (89.1  x  83.8  cm),  Pennsylvania  Academy  of 
the  Fine  Arts,  Philadelphia;  Portrait  of  Monsignor  James  P.  Turner: 
Perspective  Stndi/  of  Tile  F/oor,  c.  1906,  graphite  \\ith  brown  and 
red  wash  on  paper,  35%  x  47'/!  in.  (91.1  x  120  cm),  Pennsvlvania 
Academy  of  the  Fine  Arts,  Philadelphia;  Portrait  of  Monsignor 
James  P.  Turner:  Perspective  Stiidij  of  Tile  Floor,  c.  1906,  graphite, 
black  and  red  wash,  and  clialk(':^)  on  paper,  35%  x  42  in.  (91.1  x 
106.7  Pennsvlvania  Academy  of  the  Fine  Arts,  Philadelphia; 
Portrait  of  Mo)isignor  James  P.  Turner:  Perspective  Study  of  Tile 
Floor,  c.  1906,  graphite,  red  and  brown  wash,  and  gouache  on 
paper,  32 '/4  x  42  in.  (82.6  x  106.7  PennsvK-ania  Academy  of 
the  Fine  Arts,  Philadelphia;  Port  rail  of  Moi}signor  James  P.  Turner: 
Transfer  Pattern,  c.  1906,  graphite  on  paper,  35  x  i7'/2  in.  (88.9  x 
44.5  cm),  Pennsvlvania  Academv  of  the  Fine  Arts,  Philadelphia; 
Sketch  for  llie  "Portrait  of  Monsignor  James  P.  Turner,"  c.  1906, 
oil  on  cardboard,  i4'/2  x  10Y2  in.  (36.8  x  26.7  cm),  Philadelphia 
Museum  of  Art. 

ExHiBrriONS 

Corcoran  Calleiv  of  Art,  Washington,  D.C.,  First  Annual  Exhibi- 
tion: Oil  Paiiitings  by  Conten\poranj  American  Aiiists,  7  Februaiy- 
9  March  1907,  no.  340  (as  Porlrail  of  Monsignor  James  P.  Tunwr); 
Penns\-h-ania  Museum  of  Art,  Philadelphia,  Thomas  Eakins,  1H44- 
IQ16,  March  1930,  no.  300  (as  Portrait  of  Father  Turner); 
St.  Chades  Borromeo  Seniinarv,  Overbrook,  Pa.,  Saint  Charles 
Borromeo  Senii)tanj,  Overbrook,  26  April-io  May  1970,  no.  14; 
Philadelphia  Museum  of  Art,  Tlunnas  Eaki)is:  Aiiist  of  Philadel- 
phia, 29  Mav-28  November  1982  (tra\'eled),  no.  130;  Nelson- 
Atkins  Museum  of  Art,  Kansas  C^ity,  Mo.,  A  Bounlifd  Decade: 
Selected  Acquisitions,  igyj-igSj,  14  October-6  December  1987, 
no.  73  (as  Poiirait  of  Monsignor  James  P.  Turner);  PennsvK  ania 
Academy  of  the  Fine  Arts,  Philadelphia,  Thomas  Eakins  Redis- 
covered: At  Home,  at  Work,  at  School,  26  September  1991-5  April 
1992,  no  cat.;  Carnegie  Museum  of  Art,  Pittsburgh;  Minneapolis 
Institute  of  Arts;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.; 
Saint  Louis  Art  Museum;  and  Toleck)  Museum  of  Art,  Made  in 
America:  Ten  Centuries  of  American  Art,  8  October  1995-22  Sep- 
tember 1996  (traveled),  unnumbered. 
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Ralph  Earl  (1751-lsoi) 
General  Gabriel  Christie,  c.  1784  -f 

Oil  on  cam  as 

82  X  53'/4  ill.  (208.3  ^  1.3.S-9  <-■'>') 
Purclia.se:  Nelson  Trust.  :33-i69 

Technical  Notes 

The  tiglitK"  wo\'en,  plain-weave  can^'as  has  been  lined  using  a  wax- 
based  adhesive,  causing  an  o\'eraIl  enhancement  ol  the  cain^as 
weave  and  a  flattening  of  the  inipasto  in  some  areas.  The  opaque, 
white  or  light  gra\-  ground  ^^'as  thinh"  applied.  Lifrai-ed  reflectog- 
raphy  re\'eals  a  few  fine  paint  strokes  outlining  some  of  the  facial 
features.  Broad,  loose  bnishstrokc^s  define  die  body  of  the  figure 
and  jacket.  Earl  outlined  the  proper  right  shoulder  twice,  widen- 
ing it  slightly.  He  appears  to  have  undei-painted  tiie  face  with  a 
light  gray-green  paint  that  remains  \-isible  at  the  base  of  the  nose 
and  corners  of  tlie  moudi.  He  rendered  the  poitrait  with  thin  lay- 
ers of  opaque  paint  and  transparent  gla7,es,  appKing  a  few  thick, 
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fluid  paint  strokes  to  create  highlights.  Pentinrenti  reveal  that  Earl 
slightly  shortened  the  tip  of  the  proper  left  shoe  and  painted  both 
the  white  and  the  gold  collars  on  top  of  the  blue  jacket.  Mechani- 
cal cracks  have  developed  ox^erall.  Two  spiral  impact  cracks  have 
formed  above  the  proper  left  foot  and  to  the  left  of  the  proper  left 
knee.  There  appears  to  be  a  small  amount  of  varnish  residue  in 
the  interstices  of  the  paint.  A  small,  stable  paint  loss  is  located  on 
the  proper  right  side  of  the  jacket,  beneath  the  varnish.  Numerous 
areas  of  discolored  retouch  are  apparent  throughout,  mainly  in  the 
background.  Retouch  may  cover  a  repaired  tear  near  the  upper 
left  corner.  A  small  amount  of  fine,  careful  retouch  is  present  in 
the  face  and  hair,  and  bands  of  retouch  appear  at  die  right,  left, 
and  bottom  edges.  A  small  circular  indentation  is  present  on  the 
left  edge,  near  the  bottom.  Tiny  brown  spots  of  discoloration  are 
apparent  in  the  upper  right  quadrant.  The  varnish,  which  is  prob- 
ably synthetic,  appears  to  be  in  good  condition. 

Provenance 

Probably  Lucien  Sharpe;  (American  Art  Association,  Anderson 
Galleries,  New  York,  12  November  1931,  lot  53);  to  (Plaza  Curios- 
itv  Shop,  New  York,  November  1931);  to  Karl  Loevenich,  New 
York,  by  May  1933;  to  NAMA,  1933. 
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Whitney  Museum  of  American  Art,  New  York,  An  Exiubifioii  of 
Paintings  by  Ralph  Earl  (1751-1801),  16  October  1945-13  Januaiy 
1946  (traveled),  no.  9;  William  Rockhill  Nelson  Galleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Tlie  Cen- 
tury ofMozan,  15  Januaiy-4  March  1956,  no.  31;  William  Rock- 
hill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts, 
Kansas  City,  Mo.,  Kaleidoscope  of  American  Painting:  Eighteenth 
and  Nineteenth  Centuries,  2  December  1977-22  Januaiy  1978, 
no.  12. 

References 

"Auction  Prices  of  the  Week,"  Art  Neivs  30  (28  November  1931), 
23;  American  Art  Sales  12  (December  1931),  ii;  American  Art 
Association,  Anderson  Galleries,  New  York,  12  November  1931,  lot 
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ham  Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of  Paint- 
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Mo.:  WiUiam  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  1956),  11,  27,  67;  NAMA  1959,  141,  255; 
William  Sa\\dtzl<y  and  Susan  Sawitzky,  "Two  Letters  from  Ralph 
Eari  wdth  Notes  on  His  English  Period,"  Worcester  Aii  Museum 
Annual  8  (i960),  30,  35;  NAMA  1973,  170,  251;  NAMA  1977, 
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Entrepreneur,"  Ph.D.  diss.,  Boston  University,  1988,  71-72,  274; 
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Francis  William  Edmonds  (iso6-ls63) 
Stiulyfor  'The  Thirsty  Drover,"  c.  1856 

Oil  oil  acadeiri\  hoard 

lo  Mfi  X  7%  in.  (25.9  X  1S.7  cm) 

Purcliase:  Tlie  Enid  Jackson  KcMiipcr  Fund,  F95-15 

Technical  Notes 

The  top  edge  of  the  academy  board  is  original;  all  others  hax'e  been 
cut  down.  The  opaque,  off-white  ground  layer  was  applied  b\'  the 
artist.  Edmonds  appears  to  ha\-e  applied  an  opaciue,  dark  red- 
l)i-()wn  imprimatura  oxerall,  abo\  e  which  he  painted  an  opaque, 
light  gra\'  undeqoainting  in  the  upper  third  of  the  panel.  The  figure 
was  begun  with  a  few  opaque,  pink  paint  strokes.  The  painting  was 
rendered  using  an  indirect  technique  consisting  of  opaque  paint 
and  transparent  glazes.  Retouch  is  scattered  throughout.  The 
riding  crop  appears  to  have  been  lengthened  by  a  later  hand. 
The  varnish  is  probably  a  natural  resin.  Museum  consen^ation 
staff  treated  the  painting  in  1995,  when  active  flaking  was  con- 
solidated, surface  grime  was  removed,  and  paint  losses  were  fiUed 
and  toned. 

Provenance 

(Victor  D.  Spark,  New  York,  ly  1945);  C.  K.  Nag);  Philadelphia,  by 
1958;  to  (M.  Knoedler  &  Co.,  New  York,  1958);  to  Mr.  and  Mrs.  Nor- 
man B.  Woolworth,  New  York,  1958;  to  estate  of  Pauline  Stanbuiy 
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(Mrs.  Norman  B.)  Woolworth,  1994;  to  (Sarah  Mlec/ko  Fine  Art, 
New  York,  1994);  to  NAMA,  1995. 

Related  Works 

Ma)i  oil  (I  Horse,  c.  1856,  oil  on  paper,  7  x  7%  in.  (17.S  x  19.7  cm), 
private  collection;  Stiidi/  for  "Tlic  Tliirsli/  Drooer,^'  c.  1856,  oil  on 
paper,  monnted  on  academy  board,  9  "/ui  x  i3'7i(iin.  (24.6  x  34. 1  cm), 
Nelson-Atkins  Museum  of  Art,  Kansas  Cit)',  Mo.;  Tlw  Tliirstij 
Drover,  c.  1856,  oil  on  canvas,  26%  x  36  in.  (68.3  x  91.4  cm), 
Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo. 

Exhibition 

Coe  Kerr  Gallery,  New  York,  The  Anierieaw  PdUitiiu^  Collection  of 
Mrs.  Nonnaii  B.  WoohcorlJi,  10-28  November  1970,  no.  26. 

References 

The  American  Painting  CoUectiou  of  Mrs.  Nonnaii  B.  WoolicoriJi, 
exh.  cat.  (New  York:  Coe-Kerr  Galleiy,  1970),  20;  Margaret  C. 
Conrads,  "American  Painting  Enters  Collection,"  Caleiular  of 
Events  (Nelson-Atkins  Museum  of  Art),  April  1996,  2. 


Francis  William  Edmonds  (1806-1863) 
Study  for  "The  Thirsty  Drover,"  c.  1856 

(3)1  on  paper,  iiiomilcd  on  acadciiiy  hoaixl 
9"/i6  X  iiyAa  in.  (24.6  x  34,1  cm) 

Gift  oCtlie  William  T.  Kemper  Fomulation,  United  Missouri  Bank  Trustee, 
F91-.57 


and  throughout.  The  natural  resin  varnish  was  applied  by  Museum 
consen'ation  staff  in  1992.  The  initials  "EWE,"  which  appeared 
on  the  saddle  above  the  varnish  layer,  were  also  removed  at  that 
time. 

Provenance 

Ewald  van  Elkan,  Eorrest  Hills,  N.Y.,  by  1971;  to  (Sotheby's,  New 
York,  21  April  1978,  lot  12);  to  (Hirschl  &  Adler  Galleries,  New 
York);  to  Rex  Tatum,  jackson.  Miss.,  1978;  to  (Hirschl  &  Adler  Gal- 
leries, New  York,  by  1991);  to  (The  nth  Annual  American  Royal 
Heartland  Art  Exhibit  and  Sale,  Kansas  City,  Mo.,  10  November 
1991);  to  Crosby  Kemper,  Kansas  City,  Mo.,  1991;  to  NAMA, 

199  !■ 

Related  Works 

Man  on  a  Horse,  c.  1856,  oil  on  paper,  7  x  7%  in.  (17.8  x  19.7  cm), 
pri\"ate  collection;  Shulij  for  "The  Thirstij  Drover,"  c.  1856,  oil  on 
academy  board,  loMo  x  7%  in.  (25.9  x  18.7  cm),  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.;  TJie  Thirstrj  Drover,  c.  1856,  oil 
on  canvas,  26%  x  36  in.  (68.3  x  91.4  cm),  Nelson-Atkins  Museum 
of  Art,  Kansas  City,  Mo. 

Exhibitions 

Amon  Carter  Museum,  Fort  Worth,  Francis  W.  Edmonds:  American 
Master  in  the  Dutch  Tradition,  9  [anuaiy-ig  June  1988  (traveled), 
unnumbered;  TJie  iitJi  Annual  American  Royal  Hcaiiland  A;t 
Exhibit  and  Sak',  Kansas  City,  Mo.,  10  November  1991,  no  cat. 

References 

Sotheby's,  New  York,  21  April  1978,  lot  12;  Christies,  New 
York,  5  IDecember  1986,  lot  27;  H.  Nichols  B.  Clark,  Francis  W. 
Edmonds:  American  Master  in  the  Dutch  Tradition,  e.xh.  cat.  (Fort 
Worth:  Amon  Carter  Museum,  1988),  114,  162. 


Technical  Notes 

The  painting  on  paper  was  mounted  to  academy  board,  possibly 
after  sustaining  tears.  \\  is  difficult  to  determine  if  the  dimensions 
are  original.  A  thin,  opa(|ue,  white  ground  layer  was  applied  by  the 
artist.  Infrared  reflectog)-aphv  r(^\'eals  a  few  sketcli  lint>s  establish- 
ing compositional  forms.  Some  graphite  lines  can  be  seen  under 
visible  light.  The  study  was  directly  painted  with  opac^ue  paint. 
A  small  amount  of  retouch  appears  on  the  mended  tears,  edges, 
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Francis  William  Edmonds  (1806-1863) 
TJic  Thirstij  Drover,  c.  1856  -f 

Oil  on  c;iH\  a.s 

267s  X  36  in,  (68.3  X  91.4  cm) 
Signed  lower  left:  FWE 
Purchase:  Nelson  Trust,  33-4/1 

Technical  Notes 

The  original  canx  as  appears  to  be  a  tightly  woven,  plain-weave 
fabrie  and  has  been  relined  first  with  a  glue-based  adhesive  and 
later  with  a  wtix-based  adhesive.  The  tacking  margins  have  been 
removed,  but  a  cusping  pattern  and  ridge  of  paint  on  the  left  edge 
suggest  that  the  dimensions  have  not  been  altered  significantlv, 
if  at  all.  The  gromid  laver  consists  of  tlnn,  opacjue,  off-white  paint. 
Infrared  reflectographv  reveals  a  compi-ehensive  graphite  under- 
drawing, over  which  paint  strokes  further  define  compositional 
forms.  It  also  reveals  a  few  minor  changes  or  repositionings:  a 
tree  branch  at  right,  tlie  horse's  harness  and  proper  left  ear,  the 
riding  crop,  and  the  rocks  at  the  base  of  the  hill.  Edmonds  used 
an  indirect  oil  techni(|ue  consisting  of  opacjue  paint  and  trans- 
parent glazes.  Opaque  light  and  dark  paints  were  applied  above 
a  medium  brown  wash  imprimatura,  which  ]-emains  visible  and 
becomes  the  medium  \'alue.  Dai'k  red-brown  glazes  were  applied 
to  foliage  and  areas  of  shadow.  Fine  brushstrokes  of  ()pa(|ue  paint 
delineate  details.  The  paint  is  thin  and  medium-rich.  Areas  of 
low  impasto  have  been  flattened  slightly,  mild  scattered  surface 
irregularities  are  present,  and  the  canvas  weave  is  pronounced 
owing  to  fining.  Paint  abrasion  is  evident  on  the  yellow  bodice  of 
the  gii'l,  basket,  wooden  tub,  drover's  boot,  and  the  hair  on  the 
drover's  proper  left  side.  Fine  brushsti'okes  of  ivtouch  were  applied 
to  the  basket,  wooden  tub,  young  giiTs  skirt,  wooden  boards  of 
the  well,  and  the  doonvay  of  the  house.  During  a  treatment  in 
1969  paint  losses  were  filled  and  retouched.  The  paint  film  has 
become  increasingly  transpai'ent  and  artist  changes  are  now\dsible. 
Mnsemn  consemition  staff  treated  the  painting  again  in  i9<Si, 
when  areas  of  delamination  were  readhered.  A  synthetic  varnish  is 
present  on  the  surface. 


Provenance 

Augustus  F.  DeForest,  New  York,  by  1932;  to  (Newhouse  Galler- 
ies, New  York,  1932);  to  NAMA,  1933. 

Related  Works 

Mc/;i  on  (I  Horse,  c.  1856,  oil  on  paper,  7  x  7%  in.  (17.8  x  19.7  cm), 
private  collection;  Sfiidij  for  'The  Thirstij  Droi'er"  c.  1856,  oil 
on  acadenu'  board,  ioYih  x  7%  in.  (25.9  x  18.7  cm),  Nelson- 
Atkins  Museum  of  Art,  Kansas  City,  Mo.;  Stiiclij  for  "The  Thirsti/ 
Drover,"  c.  1856,  oil  on  paper,  mounted  on  acadenn'  l)oard,  9"/i(i  x 
i3'/i6  in.  (24.6  X  34.1  cm),  Nelson-Atkins  Museum  of  Art,  Kansas 
City,  Mo. 

Exhibitions 

National  Academv  of  Design,  New  York,  TJiiiiij-firsf  Aiuiiial 
ExhiJntioii,  14  March-io  Mav  1856,  no.  31;  Metropolitan  Museum 
of  Art,  New  York,  Life  in  America  for  TJiree  Hundred  Years, 
24  April  1939-1  famuuy  1940,  no.  126;  Fort  Worth  Art  Center, 
Horse  and  Rider,  7  Januan-3  March  1957;  William  Rockhill  Nel- 
son Galleiy  of  Art  and  Mai-v  Atkins  Museum  of  Fine  Arts,  Kansas 
Citv,  Mo.,  Nineteenth  Centurij  American  Painting^,  17  Februaiy- 
31  March  1974,  no  cat.;  William  Rockhill  Nelson  Gallei-\'  of  Art 
and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Kalei- 
doscoj)e  of  American  Painti)\g:  FAgliteentli  and  Nineteenili  Centu- 
ries, 2  December  1977-22  famian"  1978,  no.  70;  Terra  Museum 
of  American  Art,  Ex^anston,  111.,  Life  ii}  icjtJi  Centurij  America, 

11  September-15  November  1981,  no.  23;  Nelson-Atk-ins  Museum 
of  Art,  Kansas  City,  Mo.,  Genre,  5  April-15  May  1983,  no.  39; 
Hudson  River  Museum,  Yonkers,  N.Y.,  Domestic  Bliss:  Fainih/ 
Life  in  American  Pai)rting,  1840-igio,  18  May-30  No\'ember  1986 
(traveled),  no.  21;  Amon  Carter  Museum,  Fort  Worth,  Francis  W. 
Fdnionds:  American  Master  in  ilie  Dutch  Tradition,  9  Januaiy- 
19  June  1988  (traveled),  unnumbered. 

References 

"Domestic  Art  Ciossip,"  Craijon  3  (March  1856),  91;  "Topics  Astir," 
Home  Journal  (New  York),  5  April  1856,  2;  "The  National  Academy 
of  l^esign — No.  2,"  New  York  Evening  Post,  7  April  1856,  2;  "The 
National  Academv  of  Design  (2nd  Article),"  Neic  York  Trihuiie, 

12  April  1856,  4;  "Domestic  Art  Gossip,"  Craijon  3  (May  1856),  147; 
Catahigueoftlie  Thiiiij-frst  Anmial  Exhibition,  exh.  cat.  (New  York: 
National  Academv  of  Design,  1856),  14;  Thomas  S.  Cummings, 
Historic  Annals  of  the  National  Aeadenuj  of  Design  (Philadelphia: 
George  W.  Childs  Pubfishing,  1865),  320;  "The  Acquisitions,"  A;t 
Digest  8  (1  December  1933),  21;  "The  William  Rockhill  Nelson 
Galleiy  of  A]-t:  Complete  Catalogue  of  Paintings  and  Drawings," 
Aii  News  32  (9  December  1933),  28;  NAMA  1933,  137;  "Art," 

sas  Citij  Star,  30  August  1936,  loA;  "The  American  Scene  in  Art," 
Neic  York  Tinws,  23  April  1939,  116;  Life  in  America  for  Three 
Hundred  Years,  exh.  cat.  (New  York:  Metropolitan  Museum  of  Art, 
1939),  92-94;  Man'  Bartlett  Cowdrey,  National  Academij  of  Design 
Exhihitio}}  Record  1826-1860  (New  York:  New- York  Historical 
Society,  1943),  144;  Horse  and  Rider,  exh.  cat.  (Fort  Worth:  Fort 
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Worth  Art  Center,  1957),  ii;  Maybelle  Mann,  "Francis  William 
Edmonds,"  Ph.D.  diss..  New  York  Universit)',  1972;  NAMA  1973, 
175,  251;  Maybelle  Mann,  Francis  Williaiii  E(h)iotids  ( Richmond, 
Va.:  W.  M.  Brown  &  Son,  1975),  53;  NAMA  1977,  no.  70;  Maybelle 
Mann,  "The  New  York  Galleiy  of  Fine  Arts:  A  Sonrce  of  Refine- 
ment," A/nencr//;  Art  Journal  11  (Jannan-  1979).  76-86;  Maybelle 
Mann,  "Hnmor  and  Philosophy  in  the  Paintings  of  Francis  William 
Edmonds,"  Anf/'c/;/^  106  (November  1979),  862-70;  Francis  Wil- 
liam Edmonds,  "The  Leading  Incidents  and  ]3ates  of  Mv  Life," 
American  Art  Journal  13  (Antnmn  1981),  4-10;  Life  in  igfli  Cen- 
turij  America,  exh.  cat.  (Ex'anston,  111.:  Terra  Mnsenm  of  American 
Art,  1981),  13;  H.  Nichols  B.  Clark,  "A  Fresh  Look  at  the  Art  of 
Francis  W.  Edmonds:  Dntch  Sonrces  and  Ameiican  Meanings," 
America)]  Ai~f  Journal  (Summer  1982),  73-94;  Ross  E.  Taggart, 
"American  Paintings  in  the  Nelson-Atkins  Museum  of  Art,  Kansas 
City,  Missouri,"  A)i//(///c.s  122  (November  1982),  1034;  Genre,  exh. 
cat.  (Kansas  Citv,  Mo.:  Nelson-Atkins  Museum  of  Art,  1983),  16, 
29;  Domestic  Bliss:  Famihj  Life  i)}  American  Paintino^  i840~iqio, 
exh.  cat.  (Yonkers,  N.Y:  Hudson  River  Museum,  1986),  16,  21; 
H.  Nichols  B.  Cdark,  Francis  W.  Edmonds:  American  Master  in 
the  Dutch  Tradition,  exh.  cat.  (Fort  Worth:  Amon  Carter  Museum, 
1988),  14,  19-23,  45-47,  56,  112-15;  NAMA  1991,  68;  Marilyn 
Wood  Hill,  "Francis  W.  Edmonds:  Aitist,  Banker,  Centleman 
Farmer,"  Bronxville  journal  1  (2001),  33-57,  cover 


Technical  Notes 

The  canvas  is  a  loosely  woven,  plain-weave  fabric,  probabh'  cotton. 
Tacking  margins  are  intact,  and  the  picture  siudace  does  not  con- 
tinue to  the  tacking  edge,  confirming  that  the  dimensions  are  origi- 
nal. The  opaque,  off-white  ground  laver  was  likely  commercially 
applied.  Egri  appears  to  have  localh'  added  a  thin  wash  of  blue, 
which  remains  visible  in  selected  areas,  as  does  the  ground.  He 
applied  opaque  oil  paint  in  thin,  fluid  and  thickei"  ku'ei's  and  with 
a  palette  knife.  A  coai'sc  additive  was  mixed  into  a  few  of  the  paint 
colors.  Active  lifting,  flaking,  and  clea\'ing  of  the  paint  are  present 
in  a  few  localized  areas.  The  canvas  is  un\'arnished. 

Provenance 

To  Mr.  and  Mrs.  Joseph  Atha,  Kansas  City,  Mo,  1949;  to  NAMA, 
1949- 

Exhibitions 

ACA  Calleiies,  New  York,  Ninth  Annual  Competition  for  a  One-Mai} 
Sliow,  14  June-i  Julv  1947,  no  cat.;  ACA  Gafleries,  New  York,  Exhi- 
bition of  Work  bij  Artists  Who  Won  Hoiu>rable  Mentions  in  the 
Ninth  Annual  Competition  for  a  One-Man  Shou\  i5  ]uly-i4  August 
1947,  no  cat.;  National  Academy  of  Design,  New  York,  Sixth  Anmuil 
Exhibitioi}  of  Audubon  Artists,  11-29  December  1947,  no.  137; 
University  Center,  Universitv  of  Missouri,  Kansas  CitA;  hiau^iural 
Exhibition,  29  September-25  October  1961,  no  cat. 


References 


"Newly  Opened  Shows,"  Neic  York  Times,  15  June  1947,  Xio; 
Sixth  Annual  Exliibition  of  Audubon  Artists,  exh.  cat.  (New  York: 
National  Academy  of  Design,  1947),  22;  "Choose  a  Gift  Painting," 
Ktnisas  City  Times,  10  December  1949,  6;  Winifred  Shields,  "A 
Special  Collection  of  Works  Is  Growing  at  Nelson  Gallen  ,"  Kansas 
City  Star,  19  May  1950,  28;  "In  the  Galleries,"  Tulsa  Sunday  World 
Magazine,  1  Aprfl  1956,  34;  NAMA  1959,  255;  NAMA  1973,  251. 


Ted  Egri  (born  1913) 
Street  Scene,  c.  1946 

Oil  on  canvas 

30 '/s  X  25  in.  (76.3  X  63.5  cm) 
Signed  lower  left:  T.  KCRI 

Gift  ofMr.  and  Mrs.  Joseph  S.  Atlia  tln'ongli  die  Friends  of  Art,  49-41 
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Louis  Michel  Eilshemius  (is64-1941) 
Fisherman,  c.  1910-13 

Oil  on  pivssboard,  mounted  on  Masonite 
i5!/i6  X  251/16  in.  (38.3  X  63,7  cm) 
Signed  lower  right  of  the  center:  Elshenms. 
Gift  of  Mr.  James  N.  Rosenberg,  53-1 

Technical  Notes 

The  painting  was  executed  on  a  thin  pi-essboard  panel,  which  was 
adhered  to  a  Masonite  panel  with  an  unknown  adhesive,  prob- 
ably to  add  support.  Eilshemius  painted  directly  on  the  pressboard 
panel  and  allowed  the  support  to  remain  visible  in  the  final  com- 
position. The  active  surface  texture  includes  thick  brushsti-okes, 
stippled  textures,  and  dal)s  of  paint.  Moderate  impasto  is  slightly 
flattened  in  several  areas.  The  varnish,  probably  natural  resin,  was 
applied  selectively  and  is  discolored  and  uneven. 

Provenance 

James  N.  Rosenberg,  New  York,  before  1952;  to  NAMA,  1953. 
References 

WilUam  Schack,  And  He  Sat  ainon^  the  Ashes  (New  York:  Ameri- 
can Artists  Group,  1939),  146;  NAMA  1959,  256;  NAMA  1973, 
251. 


Arthur  L.  Esner  (19()2-19S9) 

Children  Playing,  1931 
{Pickaninnies;  Pickaninnies  at  Play) 

Oil  on  canvas 

20'yi6  X  26%  in.  {52.2  X  67.6  cm) 

Signed  lower  right:  Esner;  inscribed  on  verso  center;  #133  /  A.  L.  E.  /  1931 
Gift  of  Mr.  Hai-vey  Leepa,  33-59 

Technical  Notes 

The  canvas  is  a  coarse,  loosely  wo\'en,  plain-weave  fabric.  It  has 
been  restretched  but  the  original  dimensions  have  not  been  akered. 
A  slightly  transparent,  off-white  ground  layer  was  applied  by  the 
artist.  Esner  may  have  applied  an  undeixlrawing  of  blue  paint  to 
define  the  composition.  He  partially  o\-ei-painted  the  proper  right 
ai-m  of  the  seated  girl  wearing  the  bright  blue  dress,  and  her  flesh 
remains  slightly  visible  beneath  the  blue.  The  landscape  was 
directly  painted  wath  somewhat  underbound,  pastefike  paint.  The 
yellow-ocher-colored  paint  appears  particularly  granular.  There  are 
a  few  areas  of  low  impasto.  The  canvas  is  unvarnished. 

I^ROVENANCE 

To  Han/ey  Leepa,  Los  Angeles,  1931;  to  NAMA,  1933. 
References 

"Nelson  Gallery,  Kansas  Cit>',  Acquires  Art  Covering  Wide  Range," 
Arf  Digest  7(1  April  1933),  7  (as  Piccaninnies);  "The  Acquisitions," 
Art  Digest  8(1  December  1933),  21  (as  Pickaninnies);  "TheWilfiam 
Rockliill  Nelson  Gtilleiy  of  Art:  Complete  Catalogue  of  Paintings  and 
Drawings,"  A/t  News  32  (9  December  1933),  28  (as  Pickaninnies); 
NAMA  1933,  137  (as  Pickaninnies);  Carlyle  Burrows,  "Notes  and 
Comment  on  Events  in  Ait,"  New  York  Herald  Tribune,  21  October 
1934,  sec.  5,  10;  Exhibition  of  Paintings:  AiilnirL.  Esiwr,  exh.  cat. 
(New  York:  Midtowni  Galleries,  1934),  unpaginated  (as  Pickaninnies 
at  Plaij);  "Liberal  with  Art,"  Kcnmis  City  Star,  1  Jannaiy  1936,  8  (as 
Pickaninnies);  NAMA  1940,  24  (as  Pickaninnies);  "New  Art  Course 
Is  Offered  Public  at  Jewish  Center:  Well-Knowm  Artist,  Muralist  to 
Be  Instructor,"  Quincy  (Mass.)  Patriot  Ledger,  24  April  1945,  8. 
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De  Scott  Evans  (i847-1898) 

Still  Life  with  Fears,  c.  1888  -f 
{Two  Fears) 

Oil  on  cam-as 

i2yiH  X  lo'/s  in.  (31  X  25.7  cm) 

Signed  lower  left:  De  Scott  Evans  /  New  York 

Gift  of  Paul  Mellon  in  memoiy  of  Maiy  Conover  Mellon,  F94-37/: 

Technical  Notes 

The  fine,  tightlv  woven,  lightweight,  plain-weave  canvas  is  attached 
to  its  probable  original  stretclier.  The  opaque,  gray  grornul  seems 
to  have  been  commercially  applied.  Infrared  reflectography  reveals 
that  Evans  loosely  sketched  the  pears,  vertical  wood  grain,  and 
shadows  with  graphite.  Particularly  in  the  painted  background,  this 
underdrawing  is  visible  in  normal  light  and  becomes  an  integral 
part  of  the  composition.  Evans  sfightly  adjusted  the  slant  of  the 
string  holding  the  left  pear  and  changed  the  shape  of  the  wood 
knot  at  the  bottom  right  in  his  overlying  painting.  He  rendered  the 
still  life  with  thin  layers  of  opacjue  paint  and  transparent  glazes. 
He  used  smoothlv  blended  vertical  brushstrokes  to  sinuilate  the 
appearance  of  wood  grain,  added  glazes  to  the  shadows  and  dark 
knots  of  the  wood,  and  incised  the  wet  paint  to  create  a  fine  line 
aroimd  the  knot  at  the  bottom  right.  He  added  dark  brown  paint  to 
the  right,  left,  and  bottom  tacking  edges  and  thick,  stippled  paint 
to  the  top  tacking  edge,  which  he  incised  to  suggest  growth  lings. 
A  small  tear  in  the  canvas  is  present  on  the  top  right  corner  of  the 
tacking  margin,  and  pinpoint  retouch  is  present  overall.  Museiun 
conscA'ation  staff  treated  the  painting  in  1995,  at  which  time 
cleaving  paint  was  stabilized,  surface  grime,  discok)red  \'arnish, 
and  retouch  were  removed,  and  a  small  \  ertical  tear  was  repaired 
on  the  left  side  of  the  painting,  near  the  left  pear.  The  left  tack- 
ing edge  was  strip-lined  without  removing  the  canvas  from  the 
stretcher,  tack  holes  at  the  tacking  edge  were  filled,  areas  of  paint 


loss  and  abrasion  were  filled  and  toned,  and  a  final  laver  of  mastic 
\'arnish  was  applied. 

Provenance 

(\ictor  D.  Spark,  New  York);  Paul  Magriel,  New  York,  by  1956; 
James  H.  Rican,  Piermont,  N.Y,  by  1958;  Paul  Mellon,  Uppenille, 
Va.,  1984;  to  NAMA,  1994. 

Exhibitions 

American  Federation  of  Arts,  [unidentified  exliibition],  Septem- 
ber 1956-May  1957;  Corcoran  Gallery  of  Art,  Washington,  D.C., 
American  Still  Life  Paii}ti)igs  from  the  Paul  Madrid  Collection, 
2  October-10  November  1957,  no.  9  (as  Two  Pears);  Newark 
Museum,  N.J.,  Nature's  Bountij  and  Mans  Delight:  American 
igtli-Centunj  Still-Life  Painting,  15  Jime-28  September  1958, 
no.  8  (as  Two  Pears);  Brookl)ai  Museum  of  Art,  N.Y.,  extended 
loan,  June  1969-April  1984;  Coe  Kerr  Galleiy,  New  York,  150 
Years  of  American  Still-Life  Painting:  An  ExJiihition  for  the  Benefit 
of  the  Kips  Baij  Boijs'  Club,  27  April-16  May  1970,  no.  34;  Kato- 
nah  Gallen',  N.Y.,  Plane  Truths:  American  Tron\pe  VOeil  Painting, 
7  June-20  Julv  1980,  no.  12;  Philbrook  Art  Center,  Tulsa,  Okla., 
Painters  of  the  Humble  Truth:  Masteiyieces  of  American  Still  Life, 
1801-iQSQ,  27  September-4  Julv  1981  (traveled),  unnumbered. 

References 

Alfred  Frankenstein,  After  the  Hunt:  William  Harnett  and  Other 
American  Still  Life  Painters,  i8yo-igoo  (Berkeley  and  Los  Angeles: 
Universitv  of  Cafifornia  Press,  1953),  158;  American  Still  Life 
Paintings  from  the  Paul  Magriel  Collection,  exh.  cat.  (Washington, 
D.C.:  Corcoran  Galleiy  of  Art,  1957),  unpaginated  (as  Two  Pears); 
Nature's  Bountij  and  Man's  Delight,  exh.  cat.  (Newark,  N.J.:  New- 
ark Museum,  1958),  11;  150  Years  of  American  Still-Life  Painting: 
An  Exhibitio)}  f)rthe  Benefit  of  the  Kips  Bay  Boys'  Club,  exh.  cat. 
(New  York:  Coe-Kerr  Galleiy,  1970),  24,  27;  William  H.  Gerdts 
and  Russell  Burke,  American  Still-Life  Pai)rting  (New  York:  Prae- 
ger  Pubfishers,  1971),  164^65,  167;  Nancy  Troy,  "From  the  Peanut 
Gallery:  The  Rediscoveiy  of  De  Scott  Evans,"  Yale  University  Arf 
Gallery  Bulletin  36  (Spring  1977),  40;  Roxana  Bany,  Plane  Truths: 
American  Trompe  I'Oeil  Paiiiting,  exh.  cat.  (Katonah,  N.Y.:  Kato- 
nah  GalleiT,  1980),  unpaginated;  William  H.  Gerdts,  Painters  of 
the  Humble  Truth:  Masteiyieces  of  American  Still  Life,  iSoi-igsg, 
exh.  cat.  (Columbia:  Universit)'  of  Missouri  Press,  in  association 
with  Philbrook  Art  Center,  1981),  203;  A  New  Variety,  Try  One:  De 
Scott  Evans  or  S.  S.  David,  exh.  cat.  (Columbus,  Ohio:  Columbus 
Museum  of  Art,  1985),  5,  8. 
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De  Scott  Evans  (1847-1898) 
Still  Life  with  Apple,  c.  1890  -f 

Oil  on  cam  as 

ii'yiB  X  10  in.  (30.3  X  25.4  cm) 

Gift  of  Paul  Mellon  in  nicmoiy  of  Maiy  Conover  Mellon.  F94-37/2 

Technical  Notes 

The  fine,  tightly  woven,  lightweight,  plain-weave  canvas  is  attached 
to  its  probable  original  stretcher.  The  thin,  off-white  ground  seems 
to  have  been  commercially  applied.  Infrared  reflectography  reveals 
a  few  loosely  sketched  graphite  lines  that  outline  the  apple,  wood 
knots,  and  paper.  Several  of  these  lines  are  apparent  under  visible 
light  and  for)n  integral  parts  of  the  final  composition.  This  under- 
dra\\dng  reveals  that  the  tack  head  was  slightly  repositioned  and  a 
knot  drawn  in  the  bottom  right  (|uadrant  was  not  painted  in  the 
final  composition.  The  still  life  is  thinly  painted  with  medium-rich 
paint.  Warm  brown-red  glazes  were  appfied  to  the  shadows  of  the 
fruit  and  paper.  Evans  achieved  a  wood  grain  effect  by  applying 
thin,  fluid,  slightly  transparent  paint,  which  formed  vertical  streaks, 
and  by  incising  additional  vertical  lines  into  the  wet  paint.  He  used 
thick,  stippled  paint  to  create  the  knots.  lie  added  dark  brown 
paint  to  the  right,  left,  and  l)()ttom  tacking  edges  and  thick,  stippled 
paint  to  the  top  tacking  edge,  which  he  incised  to  suggest  growth 
rings.  Minor,  slightlv  cupping  mechanical  cracks  have  developed 
overall,  and  stretcher  cracks  are  present  at  the  edges.  A  faint  circu- 
lar drip  mark  is  visible  at  the  center  of  the  right  edge.  Veiy  minor 
areas  of  pinpoint  retouch  are  present  overall.  Museum  consei-va- 
tion  staff  treated  the  painting  in  1995,  at  which  time  cleaving  paint 
was  stabilized,  surface  grime,  discolored  \'ai-nish,  and  retouch  were 
removed,  planar  distortions  were  flattened,  and  a  small,  horizontal 
tear  in  the  lower  right  (quadrant  tear  was  mended.  Tack  holes  along 
the  tacking  margin  and  paint  losses  were  filled  and  toned,  and  a 
final  layer  of  mastic  was  applied. 


Provenance 

(Victor  D.  Spark,  New  York);  Paul  Magriel,  New  York,  by  1957; 
James  II.  Ricau,  Piermont,  N.Y.,  by  1958;  Paul  Meflon,  Uppemlle, 
Va.,  1984;  to  NAM  A,  1994. 

Exhibitions 

Corcoran  Galleiy  of  Art,  Washington,  D.C.,  American  Still  Life 
Paintings  from  the  Paid  Magriel  Collectioiu  2  October-10  Novem- 
ber 1957,  no.  8  (as  Apple  on  Sfn'ng);  Brooklyn  Museum  of  Art, 
N.Y.,  extended  loan,  June  1969-April  1984;  Coe  Kerr  Galleiy, 
New  York,  1,50  Years  of  American  Still-Life  Painting:  An  Exhibi- 
tion for  the  Benefit  of  the  Kips  Bay  Boys'  Club,  27  April-16  May 
1970,  no.  33;  Philbrook  Art  Center,  Tulsa,  Okla.,  Painters  of  the 
Humble  Lriith:  Masteiyieces  of  American  Still  Life,  iSoi-^igsg, 
27  September  1981-4  July  1982  (traveled),  unnumbered. 

References 

Alfred  Frankenstein,  After  the  Hunt:  William  Harnett  and  Other 
American  StiU  Life  Painters,  1870-igoo  (Berkeley  and  Los  Angeles: 
University  of  Cafifornia  Press,  1953),  158;  American  Sldl  Life 
Paintings  from  the  Paid  Magriel  Collection,  exh.  cat.  (Washington, 
D.C.:  Corcoran  Galleiy  of  Art,  1957),  unpaginated  (as  Apple  on 
String):  1,50  Years  of  American  Still-Life  Painting:  An  Exhibition 
for  the  Benefit  of  the  Kips  Bay  Boys'  Chib,  exh.  cat.  (New  York: 
Coe-Kerr  Gafleiy  1970),  24,  27;  William  H.  Gerdts  and  Russell 
Burke,  American  StiU-Life  Painting  (New  York:  Praeger  Publish- 
ers, 1971),  161,  167;  Wifliam  H.  Gerdts,  Painters  of  the  Humble 
Truth:  Masterpieces  of  American  Still  Life,  iSoi-igsQ.  exh.  cat. 
(Columbia:  University  of  Missouri  Press,  in  association  with 
Philbrook  Art  Center,  1981),  202;  A  New  Variety.  7n/  One:  De 
Scott  Evans  or  S.  S.  David,  exh.  cat.  (Columbus,  Ohio:  Columbus 
Museum  of  Art,  1985),  8. 
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W.  Evans  (dates  unknown) 

Portrait  of  Mrs.  Leon  M.  Leslie  and  Dr  Benjamin  S. 
Leonard  as  Children,  c.  1859 

Oil  on  can\  as 

44 '/s  X  35 '/s  in,  (112.1  X  8g.2  cm) 

Gift  of  Mrs.  \MlIiam  II.  Scarritt,  R60-11 

Technical  Notes 

The  original  fine,  tightly  woven,  plain-weave  canvas  is  slack.  The 
dimensions  are  original.  A  thin,  opa(|ue,  cream-colored  ground 
layer  was  likely  commercially  applied.  The  double  portrait  was 
indirectlv  painted  \\ith  thin,  opac^ue  paint  and  transparent  glazes. 
Thick  brushstrok(:\s  in  the  underlying  paint  indicate  that  E\'ans 
raised  the  position  of  the  dogs  back  leg.  The  dog's  front  leg  may 
have  been  extended,  and  blue  paint  is  visible  beneath  this  more 
transparent  section  of  the  leg.  Evans  appears  to  have  added  later 
the  proper  right  thumb  of  the  child  on  the  left.  A  thick  paint  stroke 
in  the  underlving  paint  re\'eals  that  E\'ans  initialK^  painted  a  higher 
cun-e  on  the  girl's  proper  left  foot,  just  loeneath  the  toes.  Mechani- 
cal cracks  have  de\'eloped  overall.  Impact  and  traction  cracks  are 
also  evident.  A  horizontal  ridge  in  the  paint,  located  abo\  e  the 
boy's  proper  right  shoulder,  was  caused  by  a  scratch  to  the  reverse 
and  has  resulted  in  actively  lifting  paint,  l^rip  marks  and  grime 
appear  on  the  surface,  and  a  small  amount  of  retouch  is  scattered 
throughout.  The  varnish,  likely  natural  resin,  is  discolored  and 
unsaturated. 

Provenance 

Louise  (Mrs.  William  H.)  Scarritt,  Kansas  City,  Mo.;  to  NAMA, 
i960. 

Reference 
NAMA  1973,  255. 


Jerry  Farnsworth  (is95-1982) 
Old  Fashioned  Girl  (Lorraine),  c.  1948 

Oil  on  canvas 

20  X  i6'/s  in.  (50. S  X  41  cm) 
Signed  uppei-  left:  Farnsworth 
Gift  of  Mrs.  Frank  Paxton,  71-38 

Technical  Notes 

The  canvas  is  a  tightly  woven,  lightweight,  plain-weave  fabric. 
Intact  tacking  margins  indicate  the  dimensions  are  original.  The 
thin,  opaque,  off-white  ground  layer  was  commercially  applied. 
Ti-aces  of  graphite  beneath  the  paint  layer  suggest  the  presence  of 
an  underdrawing.  The  background  is  thinly  painted.  Thin  brouai 
undei-painting  appears  beneath  the  hair,  followed  b\'  thick,  paste- 
like paint  strokes.  Farnsworth  undeqoainted  the  shiit  with  off-white 
and  grav  paint  to  indicate  areas  of  liglit  and  shadow.  He  initially 
painted  the  sitter  with  a  long  ponvtail,  which  he  later  ()\-eq:)ainted 
with  layers  of  thicker,  opaque  paint.'  He  applied  thickly  painted 
red  and  white  paint  strokes  to  render  the  thin  stripes.  The  varnish, 
which  is  probabl)'  s)  nthetic,  is  slightly  discolored. 

Provenance 

To  Marjorie  Lane  (Mrs.  Frank)  PtLxton  (the  artist's  student),  Shaw- 
nee Mission,  Kans.,  before  1971;  to  NAMA,  1971. 

References 

Jeny  Farnsworth,  Paiii1ii}<i  with  Jerry  Fanisicoi-tJi  (New  York: 
Watson-Guptill  Publications,  1949),  65,  67-73;  NAMA  1973,  251. 

Note 

1.  For  a  pliotograpli  of  the  painting  in  its  original  state,  see  Jeny  Farnsworth. 
Painiiii<i  uilli  Jerry  Fariisicorlh  (New  York:  Watson-Guptill  Publications, 
i949)>  67. 
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Joseph  Fleck  (1892-1977) 
Rosita,  c.  1931 

Oil  on  millboard 

iS'Mfi  X  i6Vs  in.  (46.2  x  41.3  cm) 

Signed  and  dated  lower  left:  Fleck  Jos.  31. 

Gift  of  the  Howard  P.  Treadwav  and  Tertia  F.  Treadway  Collection,  40-1/1 

Technical  Notes 

The  .support  is  lightweight  millboard.  Fleck  appear.s  to  have  loosely 
.sketched  in  the  figure  with  opaque,  fluid  black  paint  with  a  paste- 
like consistencv.  He  painted  directly  with  loose,  broad,  prominent 
lorushwork.  Smaller  paint  strokes  define  the  face,  and  diy  brush- 
strokes in  the  hair  create  a  N\dspv  effect.  Fleck  used  a  palette  knife 
in  a  few  areas  of  the  background.  The  painting  is  in  excellent  con- 
dition. Museum  consen^ation  staff  treated  the  painting  in  1985, 
at  which  time  surface  grime  was  removed  and  a  synthetic  varnish 
added. 

Prov^enance 

To  Howard  P.  Treadway,  Kansas  City,  Mo.,  before  1940;  to  NAMA, 
1940. 

Exhibitions 

WiUiam  Rockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Treachcaij  Memorial  Exliihifion, 
Januaiy  1940,  no  cat.;  Museum  of  Fine  Arts,  Museum  of  New 
Mexico,  Santa  Fe,  Joseph  A.  Fleck:  An  Earlij  Taos  Painter,  1  June 
1985-22  February  1987  (traveled),  unnumbered. 

References 

"Gallery  Shows  the  Treadway  Collection,"  hicDisas  Citij  Star, 
15  Januaiy  1940,  9;  NAMA  1959,  256;  Van  Deren  Coke,  Taos  and 
Santa  Fe:  The  Artist's  Environment,  1882-1Q42  (Albuquerque: 
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University  of  New  Mexico  Press,  1963),  135;  NAMA  1973,  251; 
Joseph  A.  Fleck,  i8Q2-ig'/y:  A  Retrospective,  exh.  brochure  (Mel- 
ville, N.Y.:  Art  Resource  Team/Galleiy  1981),  unpaginated;  Josepli 
A.  Fleck:  An  Early  Taos  Fainter,  exli.  cat.  (Santa  Fe:  Museum  of 
New  Mexico  Press,  1985),  21. 


George  Forster  (i817-1896) 
Still  Life,  1871  -f 

Oil  on  canvas 

16V2  X  13-^1  in.  (41.9  X  34.9  cm) 

Signed  and  dated  lower  right:  C.  Forster  /  1871. 

Purchase:  acquired  through  the  C^harles  T.  Thompson  Be({uest,  F77-17 

Technical  Notes 

The  tightly  woven,  plain-weave  original  canvas  has  been  lined 
with  a  wax-based  adhesive.  The  lining  has  stabilized  numerous 
small  corner  tears.  The  picture  surface  does  not  extend  to  the 
tacking  margins,  indicating  that  the  dimensions  are  original.  The 
thin,  opa(j[ue,  off-white  ground  layer  was  probably  connnercialK' 
applied.  Forster  seems  to  have  applied  a  thin  brov\m  imprimatura. 
He  appears  to  have  outlined  onlv  a  few  of  the  shapes  with  paint 
strokes  and  painted  the  still  life  directh"  with  thin,  fluid,  opaque 
paint.  A  minor  change  lowering  the  faceted  stem  of  the  glass  bo\\'l 
is  indicated  bv  thick  white  paint  strokes  in  the  underlying  paint 
layen  Prominent  traction  cracks  are  visible  on  the  orange,  and 
mechanical  cracks  are  evident  at  the  corners.  Museum  conser- 
\-ation  staff  applied  synthetic  varnish  to  the  painting  in  1977  and 
retouched  a  scratch  in  1986. 

Provenance 

Private  collection  to  1977;  to  (Coe  Kerr  Galleiy,  New  York,  1977); 
to  NAMA,  1977. 


Exhibition 

William  Rockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Mnsenm 
of  Fine  Arts,  Kansas  City,  Mo.,  Kaleidoscope  of  American  Painting: 
Eighteenth  and  J^inetecnth  Centuries,  2  December  1977-22  Janu- 
aiy  1978,  no.  82. 

References 

"Pictures  at  an  Exhibition,"  Independent  (Kansas  City,  Mo.), 
3  December  1977,  16;  NAMA  1977,  68;  Ross  E.  Taggart,  "Ameri- 
can Paintings  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  City, 
Missouri,"  Antiques  vz'Z  (November  1982),  1032,  1037;  NAMA 
199 1>  55-56. 


Frederick  Carl  Frieseke  (1874-1939) 
Portrait  of  a  Lady,  c.  1927 

Oil  on  canva.s 

32 '/s  X  31/8  in,  (81.6  X  81  cm) 

Signed  and  dated  lower  k^ft:  F.C  Frieseke — 27 

Gift  of  Mr.s.  (xeorge  Renland,  80-26 

Technical  Notes 

The  canvas  is  a  lightweight,  plain-wea\'e  fabric  with  numerous 
slubs  and  irregularities.  Intact  tacking  margins  indicate  the  dimen- 
sions are  original.  The  thin,  opac^ue,  light  beige  ground  layer  was 
commercially  applied.  A  graphite  underdrawng  appears  beneath 
thin  paint  lavers.  Frieseke  painted  thinlv  overall  with  loose  brush- 
work.  Thin  washes  of  paint  stain  the  ground  layer  and  emphasize 
the  canvas  texture  in  the  background  and  shadows.  Additionally, 
thin,  dry  paint  strokes  and  thicker,  relatively  fluid  pastelikc  paint 
were  applied  to  the  higliHghts  of  the  dress,  face,  and  arms.  A  small 
amount  of  paint  abrasion  is  e\'ident  under  magnification.  The 
painting  is  unvarnished. 


Provenance 

To  (Effie  Seachrest,  Kansas  City,  Mo.);  to  Mildred  Brace,  Kansas 
City,  Mo.,  c.  1940s;  to  Betty  Brace  Reuland  (her  daughter),  Shaw- 
nee Mission,  Kans.,  by  descent,  1975;  to  NAMA,  1980. 

Exhibitions 

William  Rockliill  Nelson  Callery  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Hornage  to  Effie  Seachrest, 
25  August-9  October  1966;  William  Rockhill  Nelson  Gallery  of  Art 
and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Nine- 
teentJi  Centurij  American  Painting,  17  Februaiy-31  March  1974, 
no  cat. 

References 

NAMA  1966,  9,  15;  NAMA  1973,  252  (as  Portrait). 


George  Fuller  (1822-1884) 
Hannah,  1879  -f 

Oil  on  canva.s 

50 '/s  X  40%  in.  (127.3  ^  102.6  cm) 
Signed  lowei'  left:  Fuller 
Pm-chase;  Nelson  Trnst,  33-15/1 

Technical  Notes 

The  machine-made,  medium-weave  canvas  has  been  lined  using 
a  glue-based  adhesive,  and  the  tacking  edges  have  been  remcn  ed. 
The  crossbrace  of  the  original  mortise-and-tenon  pine  stretcher 
split  and  has  been  mended.  X-radiography  ]-eveals  at  least  one 
underlving  painting  over  the  opaque,  off-white  ground  laver.  It  is 
a  landscape  with  figures  and  farm  animals,  oriented  horizontalK' 
on  the  can\  as,  with  its  high,  tree-fringed  horizon  lying  beneath  the 
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left  edge  of  the  figure.  Fuller  rendered  the  overlying  painting  with 
multiple  layers  of  opaque  paint  and  transparent  glazes,  applying 
the  paint  thickly  enough  to  texture  it  wdth  the  end  of  a  brush  handle 
and  rubbing  glazes  over  the  paint  surface  to  emphasize  the  under- 
Hino;  texture  further.  The  surface  of  Hannah  is  scored  with  a  dense 
web  of  incised  lines,  some  of  which  mark  the  location  of  compo- 
sitional forms.  Pronounced  contraction  cracks  appear  throughout, 
and  mechanical  cracks  and  wrinkling  are  also  evident.  The  most 
severe  cracks  and  two  small  areas  of  paint  loss  along  the  top  edge  of 
the  canvas  were  inpainted  bv  Museum  consen'ation  staff  in  1990. 
At  this  time,  the  original  natural  resin  varnish,  which  was  badly 
discolored,  was  replaced  with  a  semigloss  synthetic  resin. 

Provenance 

To  (Cottier  and  Company,  New  York,  1879);  to  Mr.  Frank  Hallet 
Lovell,  Brooklyn,  N.Y.,  December  1879;  to  Louise  M.  Lovell  (his 
wife),  Brooklyn,  N.Y.,  by  gift,  December  1879;  to  (M.  Knoedler  & 
Co.,  New  York,  1927);  to  NAMA,  1933. 

Exhibitions 

American  Art  Galleiy,  New  York,  ["Fall  Exliibition"],  13  November- 
18  December  1879,  no.  51;  Museum  of  Fine  Arts,  Boston,  Mtiseiim 
of  Fine  Ai~ts  Memorial  Exhihition  of  the  Works  of  George  Fuller, 
24  April-13  May  1884,  no.  137;  Lotos  Club,  New  York,  Exhihition 
of  the  Work  of  American  Figure  Painters,  December  1897,  no.  18; 
Anderson  Galleries,  New  York,  Exhibition  of  Works  hij  American 
Artists  Selected  bij  the  Associated  Dealers  in  America)}  Paintings, 
Inc.,  21  Februaiy-io  March  1928,  no.  56;  Museum  of  Modern 
Art,  New  York,  American  Painting  and  Sculpture,  1862-1932, 
31  October  1932-31  Januaiy  1933,  no.  38;  M.  H.  de  Young  Memo- 
rial Museum  and  the  California  Palace  of  the  Legion  of  Honor,  San 
Francisco,  Exhibition  of  American  Painting,  7  June-7  July  1935, 
no.  115  (as  Portrait  of  Hannah);  Cleveland  Museum  of  Art,  Exhibi- 
tion of  American  Paintingfrom  i860  until  Today,  23  June-4  Octo- 
ber 1937,  no.  64. 

References 

"Art  Matters:  The  American  Art  Galleiy,"  Neic  York  Evening 
Express,  6  November  1879,  i;  "Fine  Arts:  American  Art  Galleiy — 
Fall  Exhibition — First  Article,"  New  York  Herald,  6  November 
1879,  6;  "Fine  Arts:  Fall  Exhibition  at  the  American  Art  Galleiy — 
Second  Article,"  Netf  York  Flerald,  10  November  1879,  11;  "Ameri- 
can Art  News,"  Arf  Interchange:  A  Household  Journal  3  (12  Novem- 
ber 1879),  79;  "Fine  Arts,"  Independent  31  (13  November  1879), 
7;  "Studio  and  Galleiy,"  New  York  Herald,  7  December  1879,  i; 
Catalogue  of  the  Paintings,  and  Ad  Loan  Collection,  exh.  cat.  (New 
York:  American  Art  Galleiy,  1879),  unpaginated;  Sidney  Dickin- 
son, "George  Fuller,"  Baij  State  Monthly  (Boston)  1  (June  1884), 
375;  Museun}  of  Fine  Aiis  Memorial  Exhibition  of  the  Works  of 
George  Fuller,  exh.  cat.  (Boston:  Museum  of  Fine  Arts,  1884),  40; 
Josiah  B.  Miller,  ed.,  George  Fuller:  His  Life  and  Works  (Boston: 
Houghton,  Mifflin  and  Company,  1886),  92;  "Art  Exhibitions," 
New-York  Daihj  Trilnuie,  18  December  1897,  6;  "Art  Notes,"  New 


York  Mail  and  F.xpress,  18  December  1897,  13;  EUsabeth  Luther 
Can',  "Four  American  Painters  Represented  in  the  Metropolitan 
Museum,"  International  Studio  35  (September  1908),  xcii;  William 
Howe  Downes,  "George  Fuller's  Pictures,"  International  Studio  75 
(Juh'  1922),  267;  "An  All-American  Exhibition  of  Art  Shown  at  the 
Anderson  Galleries  by  the  Associated  Dealers  in  American  Paint- 
ings," Neic  York  Times,  19  Febrnaiy  1928,  94;  Catalogue  of  an  Exhi- 
bition of  Works  bij  American  Ai~tists  Selected  by  the  Associated 
Dealers  in  American  Pai)itings,  Inc.,  exh.  cat.  (New  York:  Ander- 
son Galleries,  1928),  unpaginated;  Holger  Cahill,  American  Paint- 
ing and  Sculpture,  i862-ig[^2,  exh.  cat.  (New  York:  Museum  of 
Modern  Art,  1932),  30;  "A  Fuller  Canvas  Here,"  Kansas  City  Star, 

27  Februaiy  1933,  7;  "Fuller  Painting  Bought,"  Neic  York  Tinies, 

28  Februaiy  1933,  17;  "The  Latest  Purchase  for  the  William  Rock- 
hill  Nelson  Galleiy  of  Art,"  Kansas  City  Star,  5  March  1933,  insert 
sec,  4;  "Kansas  City  Acquires  Fullers  'Hannah,'"  Art  Digest  7 
(15  March  1933),  7;  "Like  Helmeted  Minerva,  Springs  Kansas  City's 
New  Art  Museum:  American  Painting,"  Art  Digest  8  (1  December 
1933),  17;  "The  Acquisitions,"  A/t  Digest  8  (1  December  1933),  21; 
"The  WiUiam  Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue 
of  Paintings  and  Drawings,"  A/t  News  32  (9  December  1933),  28, 
49  (as  Poiirait  of  Han)\ah);  NAMA  1933,  122,  127,  137;  Exliibition 
of  American  Painting,  exh.  cat.  (San  Francisco:  M.H.  de  Young 
Memorial  Museum  and  California  Palace  of  the  Legion  of  Honor, 
1935),  unpaginated  (as  Portrait  of  Hannah );  Catalogue  of  an  Exhi- 
bition of  American  Pai)itingfroni  i860  until  Today  at  the  Cleveland 
Museum  of  Art,  exli.  cat.  (Cleveland:  Cleveland  Museum  of  Art, 
1937),  22,  pi.  I;  NAMA  1941,  149,  156;  NAMA  1949,  202;  NAMA 
1959,  256;  William  L  Homer  and  David  M.  Robb  Jr.,  "Paintings  by 
George  Fuller  in  American  Museums  and  Public  Collections,"  A;t 
Quarterhj  24  (Autumn  1961),  290,  293;  Lois  Marie  Fink,  "The  Role 
of  France  in  American  Art.  1850-1870,"  Ph.D.  diss.,  Uni\'ersit\' 
of  Chicago,  1970,  vii,  285,  608-9;  NAMA  1973,  252;  J.  Richard 
Gruber,  "Thoiuas  Hart  Benton:  Teaching  and  Art  Theoiy,"  Ph.D. 
diss..  University  of  Kansas,  1987,  3531122;  NAMA  1991,  99-101. 
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Edward  Gay  (is37-1928) 

Eastchester  Creek  near  Pelham  Brid<i^e,  1911 

Oil  on  panel 

ijVw  X  27  in.  (43.3  X  68.6  cm) 

Signed  and  dated  lower  left:  Edward  Gay  191 1;  .signed  lower  right: 
Edward  Gay,  N.  A. 

Bequest  of  Mrs.  Walter  M.  Jaccard,  R61-2/9 

Technical  Notes 

Gay  applied  a  tliin,  opaque,  off-white  ground  to  the  wood  panel 
before  rendering  the  land.scape  with  diy,  pastelike  paint  strokes 
with  moderate  impasto,  stippled  textures,  and  pronouneed  brush- 
work.  In  some  areas  he  painted  wet  into  wet.  Thin  beige  paint 
in  the  eenter  right  region  of  the  sky  covers  dark  brown  treetops, 
which  remain  faintly  visible.  A  short  crack  in  the  panel  is  evident 
on  the  obverse  side.  A  small  amount  of  frame  abrasion  is  pres- 
ent on  the  outer  edges.  The  natiu-al  resin  varnish  appears  to  be 
slightK'  discolored,  and  an  overlying  layer  of  synthetic  varnisli  is 
unsaturated. 

Provenance 

Gertrude  Elizabeth  (Mrs.  Walter  M.)  Jaccard,  Kansas  City,  Mo.; 
to  NAM  A,  1961. 

References 

"Check  List  of  Acquisitions,  1962,"  Bulletin  (WilUam  Rockhill 
Nelson  GalleiA'  of  Art  and  Maw  Atkins  Museum  of  Fine  Arts)  4 
(October  1962),  16;  NAMA  1973,  252  (as  Edward  B.  Gray). 


Regis  FRANgois  Gignoux  (I8I6-I882) 
Winter,  1853  -f 

Oil  on  canvas,  mounted  on  composite  panel 
2,g%  X  39^1  in.  (7,5.6  x  101  cm) 
Signed  and  dated  lowei-  left:  R.  Ciignoux  /  1S53. 
Purchase:  Nelson  Trust,  33-104 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  mounted  to  a 
composite  panel  using  a  wax-based  adhesive.  The  opaque,  beige 
g)-ound  was  thinly  applied,  probably  commercially.  The  tacking 
margins  are  intact,  indicating  that  the  dimensions  are  original. 
Gignoux  may  have  applied  a  thin  brown  wash  to  the  lower  third  of 
the  painting.  He  appears  to  have  outlined  compositional  elements 
with  a  fine  brush  and  marked  the  horizon  with  a  tliin  paint  stroke 
before  rendering  the  landscape  with  thin  layers  of  opaque  paint. 
Gignoux  added  dark  browai  glazes  to  areas  of  shadow.  A  partially 
ovei-painted  signature  is  located  to  the  right  of  the  \isible  signa- 
ture, both  in  red  paint.  A  craquelure  pattern  has  developed  over- 
all. Low  impasto  in  the  highlights  of  the  foreground  and  trees  is 
slightlv  flattened  as  a  result  of  the  lining  techni(|ue.  A  small  amount 
of  retouch  is  scattered  throughout,  mainly  near  the  lower  edge. 
One  small,  vertical  section  of  retouch,  which  ma\'  co\  er  a  mended 
tear,  is  pi'esent  in  the  water  at  lower  right.  The  varnish,  \vhich  is 
probably  synthetic,  has  a  moderately  high  sheen. 

Provenance 

Hany  Stone,  New  York,  before  1933;  to  (Vose  Galleries,  Boston, 
November  1933);  to  NAMA,  1933. 

Exhibitions 

William  Rocldiill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Git)',  Mo.,  NiuetecntJ}  Ccntunj  American  Paint- 
ing,  17  Februaiy-31  March  1974,  no  cat.;  William  Rockhill  Nel- 
son GaUeiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Mo.,  Kaleidoscope  of  American  Faiiitim^:  Ei<il^teentli  and  Nine- 
teenth Centuries,  2  December  1977-22  Jamiaiy  1978,  no.  59. 
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References 

"The  Acquisitions,"  Art  Digest  8  (i  December  1933),  21;  "The  Wil- 
liam Rockliill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of  Paint- 
ings and  Drawings,"  Art  News  32  (9  December  1933),  28;  NAMA 
1933,  137;  NAMA  1941,  166;  NAMA  1959,  256;  James  Thomas 
Flexner,  TJiaf  Wilder  Image:  The  Paintings  of  Americas  Native 
School  from  Thomas  Cole  to  Winslow  Homer  (Boston:  Little, 
Brown  and  Company,  1962),  314;  James  Thomas  Flexner,  That 
Wilder  Image:  The  Native  School  from  Thomas  Cole  to  Winslow 
Homer  (New  York:  Dover  Publications,  1970),  259;  Lois  Marie 
Fink,  "The  Role  of  France  in  American  Art,  1850-1870,"  Ph.D. 
diss..  University  of  Chicago,  1970,  vi,  79n2,  550-51;  NAMA  1973, 
252;  NAMA  1977,  51;  Joseph  S.  Czestochowski,  The  American 
Landscape  Tradition:  A  Study  and  Gallery  of  Paintings  (New  York: 
Dutton,  1982),  80-81;  NAMA  1991,  86. 


William  James  Glackens  (1870-1938) 

Beach  Side,  1912-13  •\- 
{Children  on  the  Beach) 

Oil  on  canvas 

26'/s  X  32  in.  (66.4  X  81.3  cm) 
Signed  lower  left:  W  (Slackens 
Becjuest  of  Frances  M.  Logan,  47-109 

Technical  Notes 

The  fine,  tightly  woven,  medium-weight,  plain-weave  canvas  has 
numerous  slubs  and  irregularities  and  was  commercially  primed 
with  an  opaque,  off-white  gromid.  Glackens  undeq:)ainted  the  sky 
with  opaque,  light  pink  and  blue  paint,  and  these  tones  remain 
visible  beneath  the  overlying  brushstrokes.  He  painted  the  scene 
directly,  applying  layers  of  thin,  fluid,  opac^ue  paint  wet  into  wet, 
with  some  diy  scumbling  in  the  sky.  Broad  hori/.ontal  depressions 
and  ridges  throughout  the  slcy  are  probably  the  result  of  Glackens 
scraping  into  the  paint  with  a  palette  knife.  The  paint  of  the  beach 


and  water  is  thick  and  pastelike  wdth  moderate  impasto.  Light- 
colored  paint  strokes  surrounding  the  hat  of  the  standing  girl  near 
the  right  edge  may  signal  a  sHght  repositioning  ol  her  head,  and 
infrared  reflectography  reveals  that  Glackens  originally  painted  her 
arm  at  her  side.  A  thick,  horizontal  stroke  in  the  underl^dng  paint 
layer  reveals  that  the  rail  on  the  porch  behind  the  seated  female 
was  raised  slightly.  Fine  mechanical  cracks  are  present  through- 
out the  sky  and  in  the  bottom  right  (|uadrant.  A  few  cracks  in  the 
lower  right  and  upper  left  are  cupping  slightly.  Stretcher  cracks 
have  formed  at  the  edges.  A  small  amount  of  traction  cracking  is 
found  in  the  central  figure  and  the  puqole  figure  on  the  porch.  Two 
small  paint  losses  in  the  upper  left  corner  are  retouched  without  fill 
material.  Museum  conseivation  staff  treated  the  painting  in  1983, 
at  which  time  a  discolored  natural  resin  varnish  was  removed  and 
a  synthetic  varnish  applied. 

Provenance 

Frances  Logan,  Kansas  City,  Mo.;  to  NAMA,  1947. 
Related  Work 

Sketchbook,  1912,  conte  crayon  on  paper,  4x6  in.  (10.2  x  15.2  cm). 
Museum  of  Art,  Fort  Lauderdale,  Fla. 

Exhibitions 

William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Nineteenth  Coitiinj  American  Painting,  17  Februaiy- 
31  March  1974,  no  cat.;  Nelson-Atkins  Museum  of  Art,  Kansas  City, 
Mo.,  Genre,  5  April-15  May  1983,  no.  46;  Milwaukee  Art  Museum, 
Painters  of  a  New  Century:  Tlie  Eight  and  American  Art  ,  6  Sep- 
tember 1991-21  September  1992  (traveled),  no.  71. 

References 

NAMA  1959,  256;  NAMA  1973,  252;  Genre,  exh.  cat.  (Kansas  Citv; 
Mo.:  Nelson-Atkins  Museum  of  Art,  1983),  5, 17;  Richard  J.  Watten- 
maker,  "WiUiam  Glackens's  Beach  Scenes  at  Bellport,"  Smidison- 
ian  Studies  in  American  Art  2  (Spring  1988),  82,  85;  NAMA  1991, 
145;  Efizabeth  Milroy,  Painters  of  a  New  Century:  The  Eight  and 
American  Ai-t,  exh.  cat.  (Milwaukee:  Milwaukee  Art  Museum, 
1991),  175,  183;  A/HcncrtJi  Ini))ressionisni  and  Realism:  The  Paint- 
ing of  Modem  Life,  1885-1915,  exh.  cat.  (New  York:  Metropolitan 
Museum  of  Art,  1994),  120;  William  H.  Gerdts,  William  Glackens, 
exh.  cat.  (Fort  Lauderdale,  Fla.:  Museum  of  Art;  New  York:  Abbe- 
ville Press,  1996),  111,  113. 
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William  Hart  (1823-1894) 
Coastal  Scene,  1865 

Oil  on  canv  as 

17%  X  ag^yiH  in.  (44.1  x  75,1  cm) 

Signed  and  dated  lower  right:  Wm.  Hart  /  65. 

Gift  of  Mr  and  Mrs.  Robert  A.L.  Ellis,  F86-49 

Technical  Notes 

The  tightly  woven,  plain-weave  original  eanva.s  has  been  lined  wth 
a  wax-based  adhesive,  causing  the  weave  to  become  more  pro- 
noimced  and  flattening  the  impasto.  The  picture  surface  does  not 
continue  to  the  tacking  margin,  indicating  that  the  dimensions  are 
original.  The  thin,  opaque,  beige  ground  layer  was  probabh*  com- 
merciallv  applied.  Hart  painted  indirectly.  Thin,  opaque  paint  was 
smoothly  blended  in  the  skw.  Thicker  brushstrokes  highHght  the 
clouds  and  define  the  rocks  and  water  in  the  foreground.  Red- 
brown  glazes  were  applied  to  the  shadov/s  of  the  rocks.  Stretcher 
cracks  are  present  at  the  edges,  and  the  crossbar  of  the  stretcher 
has  caused  two  parallel,  vertical  cracks  in  the  center.  There  is  a 
small  amount  of  retouch  in  the  sky  and  water.  The  varnish  is  prob- 
ably a  natural  resin  and  is  somewhat  discolored. 

Provenance 

Private  collection.  New  York;  to  (Peter  IT  Da\'idson  &  Co.,  New 
York,  by  1977);  to  Robert  A.  Long  EUis  and  Estelle  S.  EUis,  Mission 
Hills,  Kans.,  1977;  to  NAMA,  1986. 

Related  Work 

Pr/.s.S'/j)g  Stonii  Clouds,  1864,  oil  on  canvus,  9  x  15  hi.  (22.9  x 
38.1  cm),  Thomas  Davies  collection.  New  Canaan,  Conn. 

Exhibition 

William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Kaleidoscope  of  American  Painiiuii^: 
Eighteenth  and  Nineteoifh  Centuries,  2  December  1977-22  Janu- 
aiy  1978,  no.  50. 

References 

nama  1977,  43;  nama  1991,  87. 


Marsden  Hartley  (1877-1943) 
HiinmeU  c.  1914-15  -f 

Oil  on  canvas 

47'/i  X  47%  in.  (120  X  120.3 
Cxift  of  the  Friends  of  Art,  56-1  iS 

Technical  Notes 

The  unlined  canvas  is  a  tightlv  woven,  medium-weight,  plain-wea\'e 
fabric,  likely  linen.  Intact  tacking  margins  indicate  the  dimensions 
are  original.  The  thin,  opaque,  off-white  ground  layer  was  com- 
mercially applied.  On  this  ground  layer.  Hartley  painted  an  initial 
design  of  bold  forms,  which  remains  partially  visible  beneath  the 
thin,  seniitransparent,  black  iniprimatura  he  applied  o\-er  it.  The 
imprimatura  is  an  integral  part  of  the  final  composition.  0\  er  it, 
Plartley  applied  opacjue,  somewhat  diy,  pastelike  paint  to  render 
geometric  patterns.  Bright  colors  were  appHed  with  coarse  brush- 
work  and  moderate  impasto.  Painting  on  the  frame  extends  the 
composition,  confirming  that  the  frame  is  original  to  the  painting. 
A  few  small  areas  of  retouch  are  scattered  throughout.  Museum 
consen'ation  staff  ti-eated  the  painting  and  frame  in  1980  and 
2002.  The  2002  treatment,  during  which  \  arnish  and  retouch 
were  removx-'d  from  the  painting  and  black  acnlic  o\ei-paint  was 
removed  from  the  frame,  returned  the  object  closer  to  its  original 
appearance. 

Provenance 

To  estate  of  the  ardst,  1943;  (Paul  Rosenberg  &  Co.,  New  York,  by 
July  1945);  to  NAMA,  1956. 

Exhibitions 

Photo-Secession  Galleries,  New  York,  Paintings  by  Marsden  Hari- 
Icij,  2-22  April  1916,  no  cat.;  Museum  of  Modern  Art,  New  York, 
Lijonel  Feininger,  Marsden  Hariley,  24  October  1944-14  Januaiy 
1945,  unnumbered;  Whitney  Museum  of  American  Art,  New  York, 
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Pioneers  of  Modern  Art  in  Aiiieriea,  9  April-19  May  1946,  110.  50; 
Institute  of  Contemporaiy  Art,  Boston,  September-November 
1947;  Paul  Rosenberg  &  Co.,  New  York,  Pai)ifii}(is  hij  Marsden 
Hdiileij,  16  April-12  Mav  1951,  no.  i;  Munson-\A'illiams-Proctor 
Institute,  Museum  of  Art,  Utica,  N.Y.,  Paintings  by  Hartley,  KiiafJis, 
and  Ratiner,  6-27  No\'ember  1955,  no  cat.;  Newark  Museum, 
N.J.,  Abstract  Art,  igio  to  Todaij,  -zj  April-io  June  1956,  no.  29; 
William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Cit\',  Mo.,  Some  Points  of  View  in  Modern 
Pai)itii}'^,  10  Februan-io  March  1957,  no.  15;  William  Rockliill 
Nelson  Gallei-v  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts, 
Kansas  Citv;  Mo.,  Aspects  of  Re])resentation  in  Coiitonporary  Art, 
8  Februan  -S  March  1959,  no  cat.;  La  Jolla  Museum  of  Art,  Calif., 
Marsden  Hdrtleij/Jolin  Marin,  12  Februaiy-27  March  1966,  no.  6; 
Whitney  Museum  of  American  Art,  New  York,  Marsden  Hartley, 
4  March  1980-4  Jamiai-\'  1981  (Whitney  Museum  of  Ameiican 
Art  only),  no.  26;  Nelson-Atkins  Museum  of  Art,  Kansas  Citv, 
Mo.,  ,50  Years  of  Collecting:  The  Friends  of  Art  at  Hie  Nelson, 
15  December  1984-15  Januaiy  1985,  no  cat.;  Berhnische  Galerie, 
Martin-Cropius-Bau,  Berlin,  West  Germany,  Ich  and  die  Stadt: 
Mensch  and  Grossstadt  in  der  deiitschen  Kan.sf  des  20.  Jahrhnn- 
derts,  15  August-22  November  1987,  no.  67;  Salander-O'Reilly  Gal- 
leries, New  York,  Marsden  Hartleij:  Six  Berlin  Paintings,  1913-1915, 
3-23  September  1992,  unnumbered;  Carnegie  Museum  of  Art, 
Pittsburgh;  Minneapolis  Institute  of  Arts;  Nelson-Atkins  Museum 
of  Art,  Kansas  Cit\',  Mo.;  Saint  Louis  Art  Museum;  and  Toledo 
Museum  of  Art,  Made  in  America:  Ten  Centuries  of  American 
Art,  8  October  1995-22  September  1996  (traveled),  unnumbered; 
Wadsworth  Atheneum  Museum  of  Art,  Hartford,  Conn.,  Marsden 
Hartleij,  17  ) an uaiy  2003-11  januaiy  2004  (traveled),  no.  13. 

References 

"The  Martial  Spirit  of  Marsden  Hartley"  American  Art  News  14 
(8  Apiil  1916),  9;  Charles  (Jaffin,  "Latest  Work  bv  Marsden  Hartley," 
Neic  York  American,  17  April  1916,  8;  Robert  ].  Cole,  "Marsden 
Hartleys  Heraldic  De\dces,"  Evening  Sun  (New  York),  25  April  1916, 
13;  Dorothy  Miller,  ed.,  Li/onel  Feininger  Marsden  Hartley,  e.xli.  cat. 
(New  York:  Museum  of  Modern  Art,  1944),  91;  Pioneers  of  Modern 
Art  in  America,  exli.  cat.  (New  York:  Whitney  Museum  of  American 
Art,  1946),  22;  Paintings  by  Marsden  Hartley,  exh.  cat.  (New  York: 
Rosenberg  &  Co.,  1951),  unpaginated;  L[ariy]  C[ampbell],  "Re\aews 
and  Previews:  Marsden  Hartley,"  Art  News  50  (May  1951),  42; 
"Nationwide  Notes,"  Arts  30  (June  1956),  8-9;  Bol)  Sanford,  "Friends 
of  Art  to  Vote  in  Choosing  Paintings,"  Kcmsas  City  Star,  28  October 
1956,  6F;  William  H.  Gerdts,  A/;.S'fracf  Art,  iQio  to  Today,  exh.  cat. 
(Newark,  N.J.:  Newark  Mu.seum,  1956),  8;  "Recent  Accessions,"  Gal- 
lery News  (William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts)  24  (Januaiy  1957),  unpaginated;  "Reviews 
and  Previews,"  Art  Neics  50  (May  1957),  42;  Patrick  Kelleher,  Some 
Points  of  Vieiv  in  Modern  Painting,  exh.  cat.  (Kansas  City,  Mo.: 
William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  1957),  unpaginated;  Patrick  J.  Kelleher,  "Aspects  of 
Representation  in  Contemporarv-'  Art — An  Exhibition,"  Bulletin 


(WiUiam  Rockhill  Nelson  Galleiy  of  Art  and  Mai-y  Atkins  Museum 
of  Fine  Arts)  2  (March  1959),  14;  "Art  from  the  Convention  City," 
foiirnal  of  the  American  As.sociation  of  University  Wonien  53  (Octo- 
ber 1959),  36;  NAMA  1959,  145,  149,  256;  Marsden  Hartley/John 
Marin,  exh.  cat.  (La  Jolla,  C^alif:  La  Jolla  Museum  of  Art,  1966), 
unpaginated,  pi.  6;  Ellen  Coheen,  "From  Romanticism  to  Pop," 
Apollo  96  (December  1972),  546;  NAMA  1973,  199,  252;  Roxana 
Barn',  "The  Age  of  Blood  and  Iron:  Marsden  Hartley  in  Berlin," 
Arts  Magazine  54  (October  1979),  168,  171;  Barbara  Haskell,  Mars- 
den Hartley,  exh.  cat.  (New  York:  Whitney  Museum  of  American 
Art,  1980),  44,  49,  214;  Eberhard  Roters  and  Bernhard  Schulz, 
eds.,  Ich  und  die  Stadt:  Mensch  iind  Grossstadt  in  der  deiitschen 
Kiuist  des  20.  falirliiiiiderts,  exh.  cat.  (Berlin:  Nicolaische  Verlags- 
buchhandlung  Beuermann,  in  association  with  Berlinische  Gal- 
erie, 1987),  396;  NAMA  1988,  128-29;  NAMA  1991,  164-66;  Gail 
Levin,  Marsden  Hartley:  Six  Berlin  Paintings,  191,3-1915,  exh.  cat. 
(New  York:  Salander-O'Reillv  Galleries,  1992),  12,  26-27;  NAMA 
1993a,  55,  245;  NAMA  1993b,  74;  Fargo  (N.D.)  Forum,  26  Febru- 
aiT  1995,  Ci;  KathnTi  C.  Johnson,  ed.,  Made  in  America:  Ten  Cen- 
turies of  American  Art,  exh.  cat.  (New  York:  Hudson  Hills  Press, 
1995),  138;  Bruce  Robertson,  Marsden  Hartley  (New  York:  Hariy 
N.  Abrams,  in  association  with  the  National  Museum  of  Ameri- 
can Art,  1995),  66-67;  "Coming  to  the  Nelson-Atkins  in  2003," 
Calendar  of  Events  (Nelson-Atkins  Museum  of  Art),  December 
2002,  8;  Elizabeth  Mankin  Kornhauser,  ed.,  Marsden  Hartley, 
exh.  cat.  (Llartford,  Conn.:  Wadsworth  Atheneum  Museum  of 
Art,  in  association  with  Yale  Uni\'ersit)'  Press,  2002),  27,  51,  65, 
292;  Benjamin  Genocchio,  "An  Artists  Restless  Search  for  Love, 
and  a  Place  in  the  World,"  New  York  Times,  2  Februaiy  2003, 
11;  Neic  York  Review  of  Books  50  (27  Februaiy  2003),  4,  cover; 
James  Panero,  "Marsden  Hartley  and  American  Modernism," 
New  Criterion  21  (March  2003),  52;  Michael  0\Sulli\-an,  "Phil- 
lips Show  Eves  Hartlev  from  Even-  Angle,"  Wasliington  Post, 
20  June  2003,  T50;  Randall  Griffey,  "Marsden  liartley  (1877- 
1943):  American  Painter,"  Calendar  of  Events  (Nelson-Atkins 
Museum  of  Art),  September-October  2003,  3;  Mindie  Paget, 
"The  Painter  from  Maine:  Retrospective  Focuses  on  Wandering 
Artist  Who  Went  Unappreciated  during  His  Lifetime,"  Lawrence 
(Kans. )  Journal-World,  5  October  2003,  3D;  "Critically  Acclaimed 
Hartley  Retrospective  on  View  through  Jan.  4,"  Calendar  of  Events 
(Nelson -Atkins  Museum  of  Art),  Ncn  ember-December  2003,  10; 
Elizabeth  Mankin  Kornhauser,  "Marsden  Hartley  (1887-1943)," 
American  Art  Review  15  (2003),  170;  Da\id  Rosand,  Tlie  Inven- 
tion of  Painting  in  America  (New  York:  Columbia  University  Press, 
2004),  xi\-,  68,  107. 
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Marsden  Hartley  (1877-1943) 

Mt.  Kiitahchn — November  Afternoon,  1942  + 

Oil  on  Masonite 

30  X  40  in.  (76.2  X  101.6  cm) 

Signed  and  dated  lower  right:  M.  11.  /  42 

Gift  of  Mrs.  James  A.  Reed  in  memon  ol  Senator  [ames  A.  Reed, 
through  the  Friends  of  Art,  46-3 

Technical  Notes 

The  thin  Masonite  panel  was  sealed  with  shellac  before  painting. 
Broad,  horizontal  brushstrokes  unrelated  to  the  composition  are 
visible  under  specular  light  and  probably  relate  to  the  shellac  appli- 
cation. Infrared  reflectography  reveals  a  few  loose  paint  strokes 
that  outline  the  large  puqile  moimtains.  In  several  areas,  the  dark 
pm-ple  paint  of  the  underdrawing  remains  visible  in  normal  light. 
Using  thin,  fluid,  opaque  oil  paint  with  a  zinc  stearate  additive, 
Hartle\'  rendered  the  landscape  directly  with  bold,  prominent 
brushwork,  scrubbing  the  paint  onto  the  surface  in  many  areas. 
The  glossy,  dark  brown -orange  surface  of  the  panel  is  visible 
throughout  the  composition.  The  paint  film  is  almost  uniformly 
matte.  Ultraviolet  radiation  reveals  that  Hartley  applied  bi-oad 
strokes  of  a  fluorescent  substance  scattered  throughout  the  top 
third  of  the  composition,  both  over  and  under  the  paint.  A  fine 
horizontal  black  mark,  possiblv  a  scuff,  is  present  on  the  right  side 
of  the  central  peak.  Minor  paint  abrasion  is  located  at  the  edges. 
Museum  conservation  staff  treated  the  painting  in  2003,  adding  a 
few  small,  isolated  areas  of  retouch  and  a  veiy  fine  fine  of  retouch 
on  the  right  side  of  the  central  mountain.  The  painting  remains 
un\'arnished,  as  Hartley  intended. 

Provenance 

To  estate  of  the  artist,  1943;  (Paul  Rosenberg  &  Co.,  New  York); 
to  NAMA,  1946. 

Exhibitions 

Possibly  Paul  Rosenberg  &  Co.,  New  York,  Drawinos  and  Pain  fin^is 
hij  Marsden  Hai-flei/  ( i8yy-ig43).  11-30  December  1944,  no.  15 


(as  Moiuit  Katahdin,  Maine);  William  Rockhill  Nelson  Galleiy  of 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  Cit)/,  Mo.,  The 
Friends  of  Art  in  Retrospeet,  December  1953,  no  cat.;  University 
of  Nebraska  Art  Calleries,  Lincoln,  TJie  Painter  and  the  Mcnmtai)}, 
17  November  1957-3  Februaiy  1958  (traveled),  no  cat.;  William 
Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts,  Kansas  City,  Mo.,  Aspects  of  Representation  in  Conteniporanj 
Art,  8  Februaiy-8  March  1959,  no  cat.;  Birmingham  Museum  of 
Art,  Ala.,  The  Use  of  Color,  15  November-31  December  1962, 
no.  11  (paintings);  Fine  Arts  Gallei-y,  Indiana  University,  Bloom- 
ington,  A»i^n'cY/;i  Paiiiting,  igioto  ig6o:  A  Special  Exhibition  Cel- 
ebrating the  5of/i  Anniversary  of  the  Association  of  College  Unions, 
19  April-10  May  1964,  no.  33;  Wadsworth  Atheneum  Museum  of 
Art,  Hartford,  Conn.,  Marsden  Haiilet/,  17  Januaiy  2003-11  Januaiy 
2004  (Nelson-Atkins  Museum  of  Ait  only),  unnumbered. 

References 

Possibly  Howard  Devree,  "Among  the  New  Exhibitions,"  Neic  York 
Times,  17  December  1944,  X4;  H[eniy]  C.  Ii[askell],  "Art  and  Art- 
ists: The  Friends  of  Art  Prepare  to  Buy  Another  Painting,"  Kaiisas 
City  Star,  11  Januan-  1946,  13;  "Friends  of  Art,"  Gallery  Neirs 
(William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  12  (Februaiy  1946),  4  (as  Mt.  Katahdin);  H[eniy]  C. 
H[askell],  "Kansas  City  Loses  a  Patron  Who  Believed  in  Modern 
Art,"  Kansas  Citi/  Star,  1  Februaiy  1946,  16  (as  Mount  Katalidin, 
November);  "Friends  in  Deed,"  Art  Digest  20  (15  March  1946), 
10  (as  Mount  Katahdin,  November);  "Modern  Painters  Are  Aided 
by  the  Friends  of  Art,"  Ktnisas  City  Star,  13  April  1947,  9D  (as 
Mt.  Katahdin);  Winifred  Shields,  "A  Special  Collection  of  Works 
Is  Growing  at  Nelson  Galleiy,"  Kansas  City  Star,  19  May  1950,  28 
(as  Mt.  Katahdin);  "Paintings  bv  Marsden  Hartley,"  Gallery  News 
(William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  19  (June-September  1952),  unpaginated;  Winifred 
Shields,  "Art  and  Artists:  A  Jagged  Path  Led  Marsden  Hartley 
Back  to  Starting  Point,"  Kenisas  City  Star,  29  August  1952,  12; 
Patrick  J.  Kelleher,  "Aspects  of  Representation  in  Contemporaiy 
Art— An  Exhibition,"  Bulletin  (Wilfiam  Rockhill  Nelson  Galleiy 
of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  2  (March  1959),  14; 
NAMA  1959,  256;  Birmingjiam  Museum  of  Art:  Annual  Repoii 
and  Exhibition — Color  (Birmingham,  Ala.:  Birmingham  Museum 
of  Art,  1962),  11;  American  Painting,  igio  to  iq6o:  A  Special 
Exhibition  Celebrating  the  ^oth  Aiuiiversary  (f  the  Associatio)}  of 
College  Unions,  e.xh.  cat.  (Bloomington:  Fine  Arts  Galleiy,  Indiana 
University',  1964),  unpaginated;  Donald  Hoffmann,  "New  Space 
for  Art,"  Kansas  City  Star,  9  May  1971,  9G;  NAMA  1973,  252; 
David  William  Olds,  "A  Study  of  Marsden  liartley's  Mt.  Katahdin 
Series,  1939-1942,"  M.A.  thesis,  Universit)- of  Texas,  Austin,  1978, 
35;  NAMA  1991,  166-67;  Theresa  Bembnister,  "Part)'  liardey, 
Marsden  Hartley  Could  Teach  the  Young  Friends  a  Thing  or  Two," 
Pitch  (Kansas  (Jity,  Mo.),  23  October  2003,  35. 
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ChILDE  HaSSAM  (1859-1935) 
Mcirlhorotigji  Street,  Boston,  c.  1889 

Oil  oil  cam  as 

15  X  18 '/n  in.  (38.1  X  46  cm) 

Signed  lower  right:  C^hilcle  Ilassaiii;  dated  lower  right:  1S89 
(likely  not  in  artist's  hand) 

Bequest  from  the  collection  of  Mr.  and  Mrs.  W.J.  Brace,  75-29 

Technical  Notes 

The  tightly  woven,  plain-weave  canx  as  has  been  lined  with  a  glne- 
basecl  adhesive  and  is  attacluHl  to  its  probable  original  stretcher. 
Based  on  the  sti'etcher  cracks  and  the  location  of  the  signatnre, 
the  dimensions  do  not  appear  to  have  been  significantlv  altered. 
The  thin,  opacjne,  light  gra\-  ground  was  probably  commercially 
applied.  A  few  blue  paint  strokes  are  visible  beneath  the  figures 
and  lamppost,  suggesting  that  Hassam  mav  have  sketched  some  of 
the  compositional  elements  with  blue  paint.  He  rendered  the  scene 
directlv,  appKdng  opacjue,  pastelike  paint  with  pronounced  brush- 
work  and  moderate  impasto.  The  ground  laver  is  \'isible  in  some 
areas  of  the  central  region.  The  paint  layer  is  in  excellent  condition 
with  the  exception  of  a  few  abraded  areas  near  the  bottom.  The 
impasto  was  flattened  slightlv  due  to  the  lining  technique.  Faint 
stretcher  cracks  and  minor  retouch  are  present  along  the  edges.  An 
uneven,  discolored  \  arniish  has  caused  an  overall  shift  in  tonalit^^ 
At  a  later  date,  "1899"  was  added  in  graphite  beside  Hassam's  sig- 
natm-e  in  the  lower  right  coi'ner.  The  date  appears  cn  er  the  varnish 
layer  and  it  is  not  clear  whether  the  date  is  in  the  artists  hand. 

Provenance 

(Effie  Seachrest,  Kansas  City,  Mo.);  to  Mr.  and  Mrs.  William  James 
Brace,  Kansas  City,  Mo.,  by  1935;  to  NAMA,  1975. 

Exhibitions 

William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Mu- 
seum of  Fine  Arts,  Kansas  City,  Mo.,  Hoina<!^c  to  Effie  Seachrest, 
25  August-9  October  1966,  no  cat.;  William  Rockhill  Nelson  Gallen- 


of  Art  and  Mary  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
Nineteenth  Centurij  American  Faintiiig,  17  February-31  March 
1974,  no  cat. 

References 

NAMA  1966,  13  (as  Street  Scene)-  Ulrich  W.  Hiesinger,  CJiikle 
Hassani:  American  Iin])ressionist  (New  York:  Prestel-Verlag,  1994), 
76-77,  80. 


ChILDE  HaSSAM  (1859-1935) 
The  Sonata,  1893  -f 

{T]ie  Marechal  Niel  Rose;  Beethoven's  Sonata  Appassionata) 

Oil  on  eam  as,  mounted  on  hoard 

32 '/16  X  32 '/iH  in.  {81.3  X  81.3  cm) 

Signed  and  dated  upper  right:  Childe  Massam  1893 

Cult  of  Mr.  and  Mrs.  Joseph  S.  Adia,  52-5 

Technical  Notes 

The  tightlv  wo\'en,  plain-weave  canvas  is  coimuercialK"  primed 
with  an  opa(|ue,  off-white  ground.  R  has  been  lined,  pi'obably 
using  a  glue-based  adhesive,  and  reattached  to  its  original  panel- 
back  stretcher.  Hassam  wrote  "The  Sonata"  in  black  pastel  on 
a  label  on  the  verso  of  the  panel.  He  rendered  the  composition 
directlv  with  opaque  paint,  pronounced  brushwork,  and  moderate 
to  high  impasto.  Loose,  acti\  e  brushwork  is  e\ident  overall,  espe- 
ciallv  in  the  dress.  Dn-  paint  strokes  enhance  the  acti\'e  sm-face. 
Fine  bnrshstrokes  in  the  face  and  neck  follow  the  contours  of  the 
body.  Smooth,  vertical  palette  knife  marks  and  wet-into-wet  paint- 
ing ai-e  evident  above  the  head.  Mechanical  cracks  have  developed 
throughout.  The  lining  teclmi(|ue  caused  a  slight  flattening  of 
impasto.  A  small  amount  of  careful  retouch  is  scattered  through- 
out. Museum  consen  ation  staff  treated  the  painting  in  1986,  at 
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which  time  surface  grime  and  a  discolored  natural  resin  varnish 
were  removed,  areas  of  lifting  and  flaking  paint  were  consolidated, 
paint  losses  were  filled  and  retouched,  and  synthetic  varnish  was 
brushed  across  the  surface.  In  2005  Museum  consen'ation  staff 
removed  the  s\aithetic  \  arnish  and  applied  a  thin  layer  of  mastic 
varnish. 

Provenance 

To  (Milch  Galleries,  New  York,  1919);  to  Duncan  Phillips,  Wash- 
ington, D.C.,  1921;  to  (Alma  Thayer,  New  York,  1928);  to  Childe 
Hassam,  New  York,  1928;  to  the  American  Academy  of  Arts  and 
Letters,  New  York,  by  bequest,  1935;  to  (Milch  Galleries,  New 
York,  1936);  to  Archer  Huntington,  Brookgreen,  S.G.,  1936;  to 
Gibbes  Memorial  Art  GaUeiy,  Carolina  Art  Association,  Charles- 
ton, S.C.,  by  gift,  1936;  to  (M.  Knoedler  &  Co.,  New  York,  1951); 
to  (Milch  Galleries,  New  York,  1952);  to  Joseph  S.  Atha,  Shawnee 
Mission,  Kans.,  1952;  to  NAMA,  1952. 

Exhibitions 

Milch  Galleries,  Exhibition  of  Works  in  the  Various  Mediums  hy 
Childe  Hassam,  17  November-6  December  1919,  no.  1  (as  Ti^e 
Marshall  Neil  Rose);  Phillips  Memorial  Galleiy,  Washington,  D.C., 
Paintin^is  bij  Childe  Hassam,  5-29  April  1925,  no  cat.  (as  TJie  Mar- 
shal Niel  Rose);  Albright  Art  Galleiy,  Buffalo  Fine  Arts  Academy, 
N.Y.,  A  Retrospective  Exhibition  of  Paintings  Representative  of  the 
Life  Work  of  Childe  Hassam,  N.A.,  9  March-6  Aprfl  1929,  no.  97 
(as  Reethoven's  Sonata  Appassionata);  William  Rockhill  Nelson 
Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City, 
Mo.,  Kansas  Citij  Collects,  22  Januaiy-28  Februaiy  1965,  no.  27; 
William  Rockhill  Nelson  Cialleiy  of  Ait  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Century  American 
Painting,  17  Februaiy-31  March  1974,  no  cat.;  Nelson-Atkins 
Museum  of  Art,  Kansas  Cit);  Mo.,  A  Rountiful  Decade:  Selected 
Accjuisitions,  igjj-igSy,  14  October-6  December  1987,  no.  77; 
Denver  Art  Museum,  Childe  Hassam:  An  Island  Garden  Revisited, 
4  Aprfl  1990-7  januaiy  1991  (traveled),  unnumbered;  Metropoli- 
tan Museum  of  Art,  New  York,  Cliilde  Hassam:  American  Impres- 
sionist, 10  June-12  September  2004,  unnumbered. 

References 

Royal  Cortissoz,  "The  Personal  Touch:  The  Part  R  Has  Played  in 
the  Growth  of  Mr.  Ghflde  Hassam,"  Neif  York  Tribune,  23  Novem- 
ber 1919,  sec.  4,  11;  Milch  Galleries,  Exhibition  of  Works  i)i  the 
Various  Mediums  bij  Childe  Hassan\,  exh.  cat.  (New  York:  Mflch 
Galleries,  1919),  unpaginated  (as  The  Marshall  Neil  Rose);  Syd- 
ney de  Brie,  "Modern  American  Paintings  for  the  Home," 
Country  Life  39  (November  1920),  110,  112  (as  The  Marechal 
Niel  Rose);  Nathaniel  Pousette-Dart,  ed.,  Childe  Hassam  (New 
York:  Frederick  A.  Stokes  Company,  1922),  unpaginated  (as  The 
Marshall  Niel  Rose);  Leila  Mechlin,  "Notes  of  Art  and  Artists," 
Washington  Star,  12  April  1925,  sec.  2,  4;  "In  the  Realm  of  Art 
and  Music,"  Washington  Post,  19  Aprfl  1925,  17;  Duncan  Phil- 
lips, A  Collection  in  the  Making  (Washington,  D.C.:  Phillips 


Memorial  Galleiy  1926),  81  (as  The  Marshal  Niel  Rose);  Cata- 
log of  a  Pu'trospective  Exhibitio)}  of  Paintings  Representative 
of  the  Life  Work  of  Childe  Hassam,  N.A.,  e.xh.  cat.  (Buffalo,  N.Y.: 
Buffalo  Fine  Arts  Acadenn-,  1929),  17  (as  Reethoven's  Sonata 
Appassionata);  "An  Exhibition  of  Childe  Hassam "s  Paintings,"  Bh/- 
falo  (N.Y.)  Courier-Express,  14  March  1929,  9  (as  Reethoven's 
Sonato  Appassionate);  NAMA  1959,  256;  Kansas  City  Collects, 
exh.  cat.  (Kansas  City,  Mo.:  William  Rockhill  Nelson  Galleiy  of 
Art  and  Man-  Atkins  Museum  of  Fine  Arts,  1965),  unpaginated; 
NAMA  1973,  252;  "Museum  Receives  American  Impressionist 
Painting,"  Calendar  of  Events  (Nelson-Atkins  Museum  of  Art), 
September  1987,  2;  "Dressed  for  Success,"  Kansas  City  Star, 
18  October  1987,  iD;  Charles  Burke,  "Nelson  Boasts  Fruits  of 
Bountiful  Decade,"  Independence  (Mo.)  Examiner,  13  November 
1987,  8;  NAMA  1987,  176-77;  David  Park  Curiy  Childe  Has- 
sam: An  Island  Garden  Revisited,  exh.  cat.  (Denvei-:  Denver  Art 
Museum,  in  association  with  WW.  Norton  and  Company,  1990), 
55,  57,  205;  NAMA  1991,  127-28;  NAMA  1993a,  53,  228,  240  (as 
Sonata);  Ulrich  W.  Hiesinger,  Childe  Hassam,  American  Impres- 
sionist (New  York:  Prestel-\^erlag,  1994),  86,  89;  William  H.  Gerdts, 
"The  Golden  Age  of  American  Impressionism,"  American  Ai-t 
Review  15  (November-December  2003),  110,  cover;  H.  Barbara 
Weinberg,  ed.,  Childe  Hassam:  American  hnpressionist,  exh.  cat. 
(New  York:  Metropolitan  Museum  of  Art,  in  association  with  Yale 
University  Press,  2004),  126-29. 


Hathway  (dates  unknown) 
Portrait  of  Anna  Ross  Thompson,  c.  1852 

Oil  oil  caiiva.s 

30  X  25  in.  (76.2  X  6:3.5  cm) 
Be(jue.st  of  Mrs.  Anna  R.  Love,  38-23 
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Technical  Notes 

The  paint  and  gronnd  layers  appear  to  have  been  transferred  to  a 
strong  vet  extremeh-  fine,  bright  white,  UghtAveight,  plain-weave 
fabric.  It  has  been  lined  using  a  wax-based  adhesive  and  the  tack- 
ins  edges  have  been  removed,  making  it  difficult  to  determine 
whether  the  dimensions  are  original.  The  po]trait  is  smoothly 
painted  over  an  opaque,  beige  gi-ound  with  thin  layei's  of  opac^ue 
paint.  Hathwa\'  underpainted  the  dress  with  an  opac|ue,  medium 
pink  and  added  \-iolet  glazes  in  the  shadows  of  its  folds.  A  few  spiral 
impact  cracks  are  present  on  the  right  and  left  edges.  Slightly  cup- 
ping mechanical  cracks  are  present  overall,  and  a  small  amount 
of  traction  crackino;  is  located  in  the  foreground.  Small  areas  of 
discolored  retouch  are  scattered  throughout,  and  there  appears  to 
be  a  previously  repaired  tear  al)o\'e  the  head.  The  varnish,  \A'hich  is 
probably  a  natural  resin,  has  a  moderately  high  sheen. 

Provenance 

To  James  Turner  \^ance  and  Emily  Warner  Drew  Thompson 
(parents  of  the  sitter),  Libert)',  Mo.,  1852;  to  Mrs.  Anna  R.  Love 
(sister  of  the  sitter),  Liberty,  Mo.;  to  NAMA,  1938. 

References 

Undated  note  from  Mrs.  Anna  R.  Love,  NAMA  curatorial  files; 
NAMA  1940,  24;  NAMA  1959,  256  (as  Anna  Ross  Thompson); 
NAMA  1973,  252. 


Charles  Webster  Hawthorne  (1872-1930) 
The  Piano  Lesson,  c.  1910-29 

Oil  on  panel 

33'/s  X  30  in.  (86  x  76.2  cm) 

Signed  lower  leit:  Cliarles  W.  Ha\\-thome 

Gift  of  Mr.  and  Mrs.  Albert  R.  Jone.s,  33-1,592 

Technical  Notes 

Hawthorne  applied  an  opacjue,  off-white  ground  to  the  lightweight 
plywood  panel,  which  has  become  slightly  convex.  He  applied  layers 
of  opa(|ue  paint  and  transparent  glazes  wet  into  wet  with  promi- 
nent brushwork.  He  appears  to  have  incoiporated  a  coarse  additive 
into  the  paint  that  has  resulted  in  a  gritt)-  texture  throughout.  Addi- 
tionalK;  he  did  not  thoroughly  grnid  and  disperse  his  pigments, 
and  pure  pigment  particles  are  visible,  notably  in  the  girl's  dress 
and  in  the  backgromid.  Vertical  nu^chanical  cracks  luu'c  developed 
overall,  matching  the  vertical  direction  of  the  underhing  wood 
grain.  ILiwthorne  appears  to  \rd\v  applied  the  uneven,  yellowed 
uatui-al  resin  varnish,  as  the  signature  and  a  few  brushstrokes  were 
applied  on  top. 

Provenance 

To  (John  Lew  Ckilleiies,  alter  1919);  (Macbeth  Galleiy,  New  York); 
to  Albert  R.  and  Mabel  N.  Jones,  Kansas  City,  Mo.;  to  NAMA, 

1933- 

EXHIRITION 

Tweed  Museum  of  Art,  Universit)' of  Minnesota,  Duluth,  Charles 
Hawlhorne  (1872-1Q30}:  An  Exhibition  Coninieinorafin^i  the  Cen- 
tenary of  the  Artist's  Birth,  4  December  1972-7  Jaimaiy  1973, 
no.  45. 
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References 

"In  Galleiy  aiul  Studio,"  K(insas  Cifij  Star,  3  March  1934, 4;  "Liberal 
with  Art,"  Kansas  City  Star,  1  Januaiy  1936,  8;  NAMA  1940,  24; 
NAMA  1941,  166;  NAMA  1959,  256;  Charles  Hawthorne  (i8-/2- 
1Q30):  An  Exhibition  Conwiemorating  tlie  Centenanj  of  tlie  A)~tist's 
Bii-th,  exh.  cat.  (i:)uluth:  Tweed  Museum  of  Art,  University  of  Min- 
nesota, 1972),  unpaginated;  NAMA  1973,  252;  NAMA  1991,  129. 


Charles  Webster  Hawthorne  (1872-1930) 
Mother  and  Child,  c.  1917-20  -f 

Oil  on  canvas 

4o'/s  X  357s  in,  (101.9  ^  9i-i  <^'"t) 

Signed  lower  left:  C^liarle.s  Ilawtliorne 

Gift  of  Mr.  and  Mns.  Albert  R.  Jone.s,  ,33-1391 

Technical  Notes 

The  tacking  margins  of  the  tightly  woven,  plain-weave  canvas  ha\-e 
been  removed.  However,  the  location  of  the  signature  and  the  orig- 
inal left  edge  of  die  picture  make  it  unlikely  that  the  dimensions 
have  been  significaiitly  altered.  HaNvthorne  applied  an  opaque, 
bright  white  ground,  which  is  pi-obablv  gesso.  Its  stippled  texture 
plays  an  important  role  in  the  final  composition.  The  artist  appears 
to  have  applied  an  opacjue,  medium  gray  imprimatm-a  overall. 
Traces  of  blue  pencil  or  crayon  are  visible  beneath  the  figures  and 
may  relate  to  an  underdrawing.  The  painting  was  rendered  with 
layers  of  opacjue  paint  and  transparent  glazes,  which  Hawthorne 
worked  into  the  une\'en  groimd  layer.  Large  pigment  particles  are 
evident  throughout,  giving  the  surface  a  granular  appearance.  A 
pentimento  suggests  that  the  child's  proper  left  hand  was  shifted 
slightly,  and  infrared  reflectography  reveals  that  Hawthorne 
widened  the  mother's  proper  left  shoulder  and  repositioned  her 


proper  right  sleeve.  Fine  mechanical  cracks  have  developed  in  the 
mother's  face.  Scatteixxl  areas  of  discolored  retouch  ai-e  present 
throughout,  especially  on  the  left  and  right  edges  and  in  the  child's 
bodv.  Museum  consen  ation  staff  treated  the  painting  in  1973,  at 
which  time  \'a]"nish  and  oveipaint  were  removed,  a  pulp  board  sup- 
port was  removed,  and  the  can\-as  was  lined  using  a  wax-based 
adhesive.  Consei^vators  also  retouched  areas  of  paint  abrasion 
and  loss  and  added  s\nithetic  varnish,  \\'hich  is  slightly  uneven  in 
sheen. 

Provenance 

To  (Newhouse  Galleries,  New  York);  to  Albert  R.  and  Mabel  N. 
Jones,  Kansas  City,  Mo.,  by  1933;  to  NAMA,  1933. 

EXHIRITION 

Tweed  Museum  of  Art,  Universit)' of  Minnesota,  Duluth,  Charles 
Hawthorne  ( i8y2-igso):  An  Exhibition  Comiiienwrating^  the  Cen- 
tenari/  of  the  Aii:ist's  Birtli,  4  December  1972-7  Januaiy  1973, 
no.  44. 

References 

"In  Galleiy  and  Studio,"  Kansas  City  Star,  3  March  1934, 4;  "Liberal 
with  Art,"  Kansas  City  Star,  1  Januaiy  1936,  8;  NAMA  1940,  24; 
NAMA  1941,  166;  NAMA  1959,  256;  Charles  Hawthorne  (i8y2- 
1Q30):  An  Exhibition  Co))inieniorati)if^  the  Centenanj  of  tlie  Aii- 
ist's  Birth,  exh.  cat.  (Duluth:  Tweed  Museum  of  Art,  Universit)'  of 
Minnesota,  1972),  unpaginated;  NAMA  1973,  252;  Sotheby's,  New 
York,  30  November  1989,  lot  187. 


Martin  Johnson  Heade  (1819-1904) 

Sunset  on  the  Rocks — Netvpoii:,  1861  -f 
{Marine  View — Rocks  at  Neicpoii)^ 

Oil  on  canva.s 

ii'/s  X  25 '/t  in.  (28.3  X  64.1  cm) 

Signed  and  dated  lower  left:  M.J.  Heade  1861 

C\{\  from  the  Collc>ction  ofjnlia  and  I  Innihert  Tin.snian,  F98-30/2 

Technical  Notes 

The  original  cam  as  is  a  tightly  woven,  plain-weave  fabric  and  has 
been  lined  wnth  a  wax-based  adhesive.  Intact  tacking  margins 
indicate  the  dimensions  are  original.  The  thin,  opaque,  off-white 
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groTind  laver  was  probably  commercially  applied.  Infi-ared  reflec- 
tography  reveals  loose,  cuning  graphite  lines  in  the  waves  and 
rocks  and  a  da]-k  triangular  shape  on  the  right  side  of  the  larg- 
est boat,  which  indicates  that  a  fouith  boat  was  painted  out,  as 
was  a  second  dark  shape,  possibly  a  rock,  on  the  lower  right  edge. 
Heade  underpainted  the  lower  sky  with  an  opac|ue,  bright  yellow 
paint  to  intensify  the  sunset.  The  seascape  was  rendered  using  an 
indirect  painting  technique,  consisting  of  opaque  paint  and  trans- 
parent glazes.  He  applied  thicker  paint  with  low  impasto  to  the 
clouds  and  peaks  of  the  waves.  Vertical  mechanical  ci-acking  has 
developed  o\  erall,  as  well  as  faint  spiral  cracks  and  minor  ti'action 
cracks  in  the  skw.  The  vertical  weave  of  the  canvas  has  become 
more  pronounced  as  a  result  of  the  Uning.  The  varnish,  likely  syn- 
thetic, is  unsaturated.  Retouch,  likel}'  covering  abrasion,  is  found 
both  above  and  below  the  vai-nish  in  die  upper  right  sky  and  along 
the  edges. 

Provenance 

John  Hansen,  Bangor,  Me.;  (Vose  Galleries,  Boston,  1961);  to 
Maxim  Karolik,  Newport,  R.I.,  1961;  to  Museum  of  Fine  Arts,  Bos- 
ton, 1964;  to  (Victor  D.  Spark,  New  York,  1966);  to  Julia  and  Hum- 
bert Tinsman,  Shawnee  Mission,  Kaiis.,  1967,  to  NAMA,  1998. 

Exhibition 

William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Century  American 
Painting,  17  Februaiy-31  March  1974,  no  cat. 

References 

Theodore  E.  Stebbins  Jr.,  The  Life  and  Works  of  Martin  Johnson 
Heade  (New  Haven:  Yale  University  Press,  1975),  68,  220;  Theo- 
dore E.  Stebbins  Jr.,  Carol  Proven,  and  Tre\'or  F.  Fairbrother,  A 
ISIeto  World:  Masteqjieces  of  American  Painting  ij6o-igio,  exli.  cat. 
(Boston:  Museum  of  Fine  Arts,  1983),  255n3;  Sarah  Cash,  Ominous 
Hush:  The  Thunderstorm  Paintings  of  Martin  Johnson  Heade,  exh. 
cat.  (Fort  Worth:  Amon  Carter  Museum,  1994),  531135;  Sarah  Cash, 
"Singing  Beach,  Manchester:  Four  Newly  Identified  Paintings  of 
the  North  Shore  of  Massachusetts  by  Martin  Johnson  Heade," 
American  Art  Journal  27  (1995-96),  98n26;  Margaret  C.  Conrads, 
"American  Art  Treasures  Loaned  to  Nelson-Atkins,"  Calendar 
(Nelson-Atkins  Museum  of  Art),  December  1998,  2,  cover;  Theo- 
dore E.  Stebbins  Jr.,  The  lAfe  and  Work  of  Martin  Johnson  Heade: 
A  Critical  Anali/sis  and  Catalogue  Raisonne  (New  Haven:  Yale 
University  Press,  2000),  52,  218,  no.  80. 

Note 

1.  An  encapsulated  paper  label  now  located  on  the  present  backing  board 
provides  this  alternative  title. 


Martin  Johnson  Heade  (1819-1904) 

After  tJie  Rain  in  the  Salt  Marshes,  c.  1874  4- 

{Marsh  Scene) 

Oil  on  canvas 

13 '/s  X  aS'/ie  in.  (33.3  x  67.2  cm) 
Signed  lower  right:  M.J.  Heade 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F78-10 

Technical  Notes 

The  fine,  tightly  woven,  plain-weave  canvas  has  been  lined  using  a 
WcLx-based  adhesive,  causing  an  overall  enhancement  of  the  canvas 
weave.  Cuives  at  the  fold-over  edges  and  a  cusping  pattern  verify 
that  the  dimensions  are  original.  Heade  probably  applied  the 
opac^ue,  off-white  ground.  Irrfrared  reflectography  revealed  a  few 
graphite  lines  in  the  lower  section  of  the  stream.  Heade  applied  an 
opaque,  gray  underpainting  to  the  sky  before  rendering  the  land- 
scape widi  diin  layers  of  opaque  and  semitransparent  paint.  Thick 
brushstrokes  in  the  underhing  paint  suggest  that  he  raised  the 
moon  slightly  and  made  the  haystack  on  the  left  smaller.  Horizon- 
tal brushstrokes  relating  to  the  field  are  visible  beneath  the  paint  of 
the  cows.  There  is  a  stretcher  crack  at  the  top  edge,  faint  diagonal 
cracks  at  the  corners,  and  a  fine  craquelure  in  the  central  region  of 
the  slw.  Paint  abrasion  with  pinpoint  areas  of  exposed  ground  and 
discolored  retouch  are  evident  in  the  stream  and  at  the  top  of  the 
line  of  trees  near  the  left  edge.  Frame  abrasion  has  occurred  at  the 
edges.  There  is  a  previously  repaired  vertical  teai-  in  the  stream. 
Faint  browm  vertical  streaking  is  apparent  in  the  foreground  and 
may  have  been  caused  by  the  lining,  the  grovmd,  or  the  sizing.  The 
sviithetic  varnish  appears  in  good  condition. 

Provenance 

(Coe  Kerr  Galleiy,  New  York);  to  NAMA,  1978. 

EXFIIBITION 

Coe  Kerr  Galleiy,  New  York,  American  Luniinism,  25  October- 
25  November  1978,  no.  16  (as  Marsh  Scene). 

References 

America)!  Lu)ni)nsm,  exh.  cat.  (New/ York:  Coe-Kerr  Galleiy  1978), 
unpaginated  (as  Marsh  Scene);  "Kemper  Gifts  to  the  Nelson,"  Krmsas 
City  Times,  6  December  1977,  34;  Ralph  T.  Coe,  "Valuable  Gifts," 
letter  to  the  editor,  Kcnisas  City  Star,  7  May  1980,  18A;  Ross  E. 
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Taggart,  "American  Paintings  in  the  Nelson-Atkins  Mnseum  of  Art, 
Kansas  City,  Missouri,"  A/if/V/z/cs  122  (November  1982),  1032,  1034, 
1038;  Donald  Hoffmann,  "Kemper  Family  Donates  $1.5  Million 
Portrait,"  Kansas  Citij  Star,  12  October  1986,  12A;  NAMA  1991, 
91  {'ds  After  file  Rain  in  flic  Salf  Marshes  [Marsh  Scene]);  NAMA 
1993a,  228,  236  (as  Marsh  Scene);  NAMA  1993b,  100  (as  Marsh 
Scene);  Theodore  E.  Stebbins  Jr.,  Tlie  Life  and  Work  of  Martin 
Jolvison  Headc:  A  Critical  Anah/sis  and  Calalo'^ne  Raiso)inc  (New 
Haven:  Yale  University  Press,  2000),  239,  no.  153. 


George  Peter  Alexander  Healy  (1813-1894) 

Girl  wit] I  a  Pitcher,  1837 
{Study,  Girl  witli  Fitcher) 

Oil  oil  cunva.s 

25'/ifi  X  21  Mh  in.  (64.9  X  53.8  cm) 

Signed  and  dated  l()\v(>r  right:  Cieo.  P.  A.  Ilealy/ 1837. 

Gilt  ol  [ack  M.  Bediards.  2003.31 

Technical  Notes 

The  original  heavy-weave  canvas  has  been  lined  to  a  fine,  tightly 
woven,  plain-weave  fabric  with  a  glue-based  adhesive.  It  is  diffi- 
cult to  determine  whether  the  dimensions  are  original,  as  tacking 
margins  ha\'e  been  removed.  The  ground  layer  consists  of  opac^ue, 
off-white  pigment.  Healy  applied  a  medium  brown  wash  beneath 
the  background  and  a  red-brown  wash  beneath  the  dress.  He 
painted  a  few  fine  strokes  beneath  the  face  that  define  tlu^  features; 
these  fines  remain  somewhat  visible  in  the  final  composition.  The 
artist  applied  thin,  fiuid,  medium-ricli  paint  generally,  using  broad, 
loose  brushwork  and,  in  many  cases,  a  wet-into-wet  application. 
Brushwork  is  prominent,  especially  in  the  background.  Moderate 
impasto  highlights  the  pitcher.  Dark  strokes  define  folds  in  the 


clothing.  Healy  used  thin,  fluid,  opac^ue,  medium  browni-gray  paint 
for  shadows  on  the  face,  neck,  and  hands  and  semitransparent  red- 
b]-()wn  paint  on  the  nostrils  and  eyes.  A  fine  craquelure  pattern  has 
developed  overall.  A  U-shaped  mended  tear  on  the  figure's  proper 
right  shoulder  contains  somewhat  dark  and  discolored  retouch. 
Additional  retouch,  visible  under  ultraviolet  light,  is  concealed 
under  opac^ue  varnish.  The  natural  vai'uish  is  yellowed,  resulting 
in  an  overall  shift  in  the  tonalit)'  of  the  painting,  but  it  remains 
reasonably  saturated. 

Provenance 

Edith  Heah'  Lysander-PIill  (daughter  of  the  artist),  Chicago,  by 
1913;  to  Kathleen  Healy  Besly  (her  sister),  Hinsdale,  lU.,  by  1930; 
to  Helen  Besly  Bethards  (her  daughter),  Greenbrae,  Calif.,  by 
descent;  to  Jack  M.  Bethards  (her  son),  San  Francisco,  by  descent, 
1980;  to  NAMA,  2003. 

Exhibitions 

Art  Institute  of  Chicago,  Exhibition  ofVaintim^s  hij  George  Peter 
Alexander  Heahj,  i8i,2-i8c)4,  upon  the  Centenanj  of  His  Biiiir 
2-19  januaiy  1913,  no.  94;  J.  B.  Speed  Memorial  Museum,  Louis- 
ville, Ky,  Exhibition  of  Portraits  by  Georp^e  PA.  Healy,  5-31  Janu- 
aiy 1930,  no.  3  (as  Girl  with  Pitcher);  Art  Institute  of  Chicago, 
Exhibition  of  Paintings  by  George  P.  A.  PIcaly.  16  July-16  August 
1936,  no.  2  (as  Study,  Girl  icith  Pitcher);  Louisiana  State  Museum, 
New  Orleans,  CPA.  Healy:  Famous  Fi^nires  and  Louisiana 
Patrons,  18  December  1976-May  1977,  no.  3. 

References 

Exliibition  of  Painiin^^s  by  Geon^e  Peter  Alexander  Healy,  1813- 
i8g4,  upon  the  Centenary  of  His  Birth,  exh.  cat.  (Chicago:  Art 
Institute  of  Chicago.  1913),  unpaginated;  Exhibition  of  Portraits 
by  George  P.  A.  Healy,  exh.  cat.  (Louisville,  Ky.:  J.  B.  Speed  Memo- 
rial Museum,  1930),  unpaginated  (as  Girl  witli  Pitcher);  Exhibi- 
tion of  Paintings  by  Geor<^e  PA.  Healy,  exh.  checklist  (Chicago: 
Art  Institute  of  Chicago,  1936),  unpaginated  (as  Study,  Girl  with 
Pitcher);  "Healy  Earned  His  Salt  if  Not  Elysium,"  Art  Dioesf  10 
(1  September  1936),  20;  Vaughn  L.  Glasgow  and  Pamela  A.  John- 
son, G.P.A.  Healy:  Famous  Fiffires  and  Lonisiaiui  Patrons,  exli. 
cat.  (New  Orleans:  Louisiana  State  Museum,  1976),  12-13. 
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Robert  Henri  (1865-1929) 

The  Green  Sacque,  1927  + 

{Girl  in  a  Green  Coat;  Girl  /n  a  Green  Coat 

[Sissy's  Sister  Mary]) 

Oil  oil  canvas 

24'/i6  X  20  in.  (61.1  X  50.8  cm) 

Inscribed  and  signed  on  verso  top:  in  N  Robert  Henri 
Fiu'cliase:  Nelson  Trnst,  59-46 

Technical  Notes 

The  tightly  woven,  medium-weight,  plain-weave  canvas  is  unlined. 
The  tacking  edge  is  intact  and  only  one  set  of  holes  is  present,  sug- 
gesting that  the  canvas  has  not  been  removed  from  its  stretcher. 
The  canvas  was  commercially  primed  with  an  opaque,  off-white 
ground.  Henri  applied  a  medium-toned,  slightly  transparent  orange 
imprimatura  over  the  ground,  and  it  remains  visible  at  the  bottom 
center  of  the  canvas  and  in  the  shirt,  collar,  proper  right  temple, 
and  hair.  Infrared  reflectographv  reveals  two  pencil  lines  beneath 
the  girls  shirt  collar  and  lower  lip.  Henri  appears  to  have  used  a 
few  thin  brushstrokes  to  outline  the  features  of  the  face,  and  these 
remain  visible  on  the  proper  right  side.  He  then  applied  the  thin, 
fluid,  and  medium-rich  paint  wet  into  wet,  using  broad  strokes  to 
render  the  hair  and  body.  Stippled  textures  are  evident  overall  and 
the  canvas  texture  is  visible  in  thinly  painted  regions.  The  painting 
is  in  excellent  condition.  There  are  two  faint  raised  lines  at  the  bot- 
tom and  left  edges  from  the  stretcher  bar  and  mild,  fine  traction 
cracking  in  the  shirt  and  hair.  Sonre  paint  abrasion  from  the  frame 
is  present  at  the  edges  and  corners.  Two  small  matte  areas  of  paint 
are  present  in  the  upper  left  quadrant  and  appear  to  be  cleaning 
tests.  A  broad  graphite  mark  above  the  upper  lip  was  removed 
before  the  Museum  acc^uired  tlie  painting.  A  horizontal  abrasion  in 
the  varnish  is  present  at  the  bottom  edge.  The  natural  resin  varnish 
is  discolored  but  even  and  satm-ating. 


Provenance 

To  estate  of  the  artist,  1929;  to  (Hirschl  &  Adler  Galleries,  New 
York,  1958);  to  (Dalzell  Hatfield  Galleries,  Los  Angeles,  1959);  to 
NAMA,  1959. 

EXHIRITIONS 

Macbeth  Gallery,  New  York,  ["Paintings  by  Robert  Henri"], 
7-20  March  1933,  no  cat.;  Newport  Art  Association,  Rhode  Island, 
Exhibition  of  Important  Paintings  hij  Old  and  Modern  Masters 
from  the  Robert  C.  Vose  Galleries,  Boston,  6-28  August  1935, 
no.  10;  Grand  Central  Art  Galleries,  New  York,  Robert  Henri 
Todaij,  9-28  Januaiy  1939,  no  cat.;  Montgomery  Museum  of  Fine 
Arts,  Ala.,  Robert  Henri  (1865-1Q2Q):  An  Exhibition  of  Paintings 
and  Drawings,  26  October-29  November  1971,  no.  16  (as  Girl  in 
a  Green  Coat). 

References 

Henry  McBride,  "Attractions  in  the  Galleries,"  New  York  Sun, 
11  March  1933,  21;  "Exliibitions  in  New  York:  Robert  Henri,"  Art 
News  31  (18  March  1933),  6  (as  Green  Sacque);  Edwdna  Spencer, 
"Around  the  Galleries,"  Creative  Art  12  (April  1933),  316;  "Old 
and  Modern  Masters'  Works  at  Gushing  Galleiy,"  Newport  (R.I.) 
Advertiser,  11  August  1935,  8;  "Old  and  Modern  Masters'  'Works 
at  Gushing  Gallery,"  Providence  (R.I.)  Sunday  Journal,  11  August 
1935,  clipping,  NAMA  curatorial  files;  Exhibition  of  Important 
Paintings  by  Old  and  Modem  Masters  from  the  Robert  C.  Vose 
Galleries,  Boston,  exh.  cat.  (n.p.,  1935),  unpaginated;  "Early  Amer- 
ican Paintings  Showm,"  Denver  Post ,  19  April  1936,  sec.  2,  lO;  "Gal- 
leiy Acquires  Portrait  by  Robert  Henri,"  Kansas  City  Star,  14  June 
1959,  36;  "Accessions  of  American  and  Canadian  Museums:  July- 
September,  1959,"  Art  Quarterly  22  (Winter  1959),  390,  398  (as 
Girl  in  a  Green  Coat);  George  Erhlich,  "Two  Portraits  by  Robert 
Henri,"  Bulletin  (WiUiam  Rockhill  Nelson  Galleiy  of  Art  and  Man' 
Atkins  Museum  of  Fine  Arts)  4  (Spring  1963),  23-31  (as  Girl  in  a 
Green  Coat);  Robert  Henri  (1865-1Q2Q):  An  Exhibition  of  Paint- 
ings and  Drawings,  exh.  brochure  (Montgomeiy,  Ala.:  Montgom- 
eiy  Museum  of  Fine  Arts,  1971)  (as  Girl  in  a  Green  Coat);  NAMA 
1973,  252  (as  Girl  in  a  Green  Coat);  NAMA  1991,  134-35  i'^^^  Girl 
in  a  Green  Coat  [Si.ssy's  Sister  MaryJ);  Bennard  B.  Periman,  Rob- 
ert Henri:  His  Life  and  Art  (New  York:  Dover  Publications,  1991), 
149;  journal  of  the  American  Medical  Association,  -zj  September 
1995,  928,  cover  (as  The  Green  Sacque  [Sissy's  Sister  Mary]). 
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John  Hesselius  (1728-1778) 

Anne  Herheii:  Dent,  c.  1770 

{Mrs.  Williaiu  Wilkinson  [Ann  Herbert  Dent]) 

Oil  oil  cam  as 

30  X  25  in.  (76.2  X  63.5  cm) 

Ciift  of  Mrs.  Vlanrine  F.  Jones,  F82-33 

Technical  Notes 

The  original  canvas  is  a  tightly  woven,  plain-weave  fabiic  that  has 
been  lined  using  a  wax-based  adhesive.  The  tacking  margins  have 
been  removed,  and  it  is  difficult  to  determine  if  the  dimensions 
are  original.  The  opaque,  light  gray  ground  layer  appears  to  be 
thinly  applied.  The  portrait  was  indirectly  painted  with  thin,  opaque 
paint,  transparent  glazes,  and  a  small  amount  of  low  impasto  in 
the  highlights.  Opaque,  warm  flesh  tones  were  applied  on  top 
of  the  cool  gray  ground  layer,  followed  by  brown  glazes  in  aj-eas 
of  shadow.  Cundng  white  paint  strokes  visible  beneath  the  blue 
drapeiy  reveal  that  Hesselius  slightly  repositioned  the  lace  ndfle.  A 
significant  amount  of  discolored  retouch  appears  throughout.  The 
natu)"al  resin  varnish  is  somewhat  discolored. 

Provenance 

To  Brigadier  General  John  Dent  (father  of  the  sitter),  Pamunky, 
Md.;  to  Anne  Plerbert  Dent  (the  sitter),  Pamunl<y,  Md.,  by  descent, 
1809;  to  Sarah  Marshall  Wilkinson  (her  daughter),  Pamunky,  Md., 
by  descent,  1816;  to  Edmond  Briscoe  and  Sarah  Marshall  Briscoe 
Fletcher  (grandchildren  of  the  sitter),  Washington,  D.C.,  by  descent; 
to  Rear  Admiral  Montgomeiy  Fletcher  (Sarah  Fletchers  son),  Wash- 
ington, D.C.,  by  descent;  to  Plerbert  Marshall  Fletchei-  (Admiral 
Fletchers  nephew),  Kansas  City,  Mo.,  by  descent,  1920;  to  Mauiine 
Fletcher  Jones  (Plerbert  Fletcher's  daughter),  Pudependence,  Mo., 
by  descent,  1945;  to  NAMA,  19S2. 


Exhibition 

William  Rocldiill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts,  Kansas  City,  yVo.,  American  A)iccsl or  Pari  raits,  4  April- 
3  May  1953,  no  cat. 

References 

Winifred  Shields,  "Ancestor  Portrait  Show  Leads  to  Bizarre  Famip' 
I^eunion,"  Ki^nisas  Citij  Star,  3  April  1953,  20;  l-\ichard  Keith  ]3oud, 
"John  Hesselius:  His  Life  and  Work,"  Master's  thesis.  University 
of  Delaware,  1963,  99  (as  Mrs.  William  Wilkinson  [Ami  Herheii 
Dent]);  NAMA  1991,  14-15. 


John  Hesselius  (1728-1778) 
Brigadier  General  John  Dent,  c.  1770 

Oil  on  canvas 

30  X  25  in.  (76.2  X  63.5  cm) 

Gilt  of  Mrs,  Manrine  F.  Jones,  F63-42 

Technical  Notes 

The  original  can\-as  appeal's  to  ha\e  been  a  coai'se,  plain-weave 
fabric  with  numei-ons  slubs  and  irregularities.  Under  magnifica- 
tion a  fine,  eauzelike,  brio;ht  \vhite  fabric  is  e\'ident  at  the  outer- 
most  edges,  suggesting  that  the  original  paint  and  ground  layers 
were  transferred  to  a  secondaiy  canvas.  Subsecjuently,  it  was  lined 
with  a  wtix-based  adhesive,  a  process  that  enhanced  the  can\'as 
weave.  The  tacking  margins  have  been  removed,  making  it  difficult 
to  determine  whether  the  dimensions  have  been  altered.  A  thin, 
opaque,  off-white  ground  layer  can  be  seen  under  magnification. 
Plesselius  appears  to  have  underpainted  the  face  wdth  a  cool,  light 
gray-green  paint.  The  portrait  was  painted  indirecth'  with  opaque 
paint  and  ti-ansparent  glazes.  Significant  retouch  has  been  applied 
overall,  much  of  winch  is  discolored.  The  varnish  is  natural  resin. 
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Provenance 

To  Brigadier  General  John  Dent  (the  sitter),  Pamunky,  McL;  to 
Anne  Herbert  Dent  (his  daughter),  Pamunl<y,  Md.,  by  deseent, 
1S09;  to  Sarah  Marshall  Wilkinson  (granddaughter  of  the  sitter), 
Pamunky,  Md.,  by  descent,  1816;  to  Edmond  Briscoe  and  Sarah 
Marshall  Briscoe  Fletcher  (great-grandchildren  of  the  sitter),  Wash- 
ington, D.C.,  by  descent;  to  Rear  Admiral  Montgomeiy  Fletcher 
(Sarah  Fletchers  son),  Washington,  D.C.,  by  descent;  to  Herbert 
Marshall  Fletcher  (Admiral  Fletcher's  nephew),  Kansas  City,  Mo., 
by  descent,  1920;  to  Maurine  Fletcher  Jones  (Herbert  Fletchers 
daughter),  Independence,  Mo.,  by  descent,  1945;  to  NAMA, 

1963- 

Exhibition 

William  Rocldiill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  American  Ancestor  Poi-traits, 
4  April-3  May  1953,  no  cat. 

References 

Winifred  Shields,  "Ancestor  Portrait  Show  Leads  to  Bizarre  Family 
Reunion,"  Krinsas  Citij  Star,  3  April  1953,  20;  Richard  Keith  Doud, 
"John  Hesselius:  His  Life  and  Work,"  Master's  thesis.  University 
of  Delaware,  1963,  93  (as  Gen.  John  Dent);  NAMA  1973,  252  (as 
Portrait  of  Brigadier  General  John  Dent);  NAMA  1991,  14. 


John  Hesselius  (1728-1778) 

Mrs.  John  Dent  (Sarah  Marshall  Dent),  c.  1770 
{Sarah  Marshall  Dent) 

Oil  on  canvas 

3o'/8  X  25'/i  in.  (76.5  X  63.8  cm) 

Gift  of  Mrs.  Maurine  F.  Jones,  F61-80 


Technical  Notes 

The  original  canvas  appears  to  be  a  plain-weave  fabric  that  lias 
been  lined  using  a  wax-based  adhesive.  The  tacking  margins  have 
been  removed,  making  it  difficult  to  determine  whether  the  dimen- 
sions are  original.  A  ridge  on  the  left  edge  may  correspond  to  the 
original  fold-over  edge  of  the  canvas.  An  opaque,  light  gray  ground 
layer  is  visible  only  with  magnification.  The  presence  of  imprima- 
tura  is  difficult  to  detern"iine  because  of  paint  abrasion  and  exten- 
sive retouch.  The  portrait  was  painted  using  an  indirect  technique 
with  opaque  paint  and  transparent  glazes.  Hesselius  applied  a 
cool,  opaque,  blue-grav  color  beneath  the  face  and  hand,  followed 
by  opaque,  peach  and  pink  flesh  tones.  The  dress  consists  of  thin 
brown  and  gray  paint  layers  with  black  paint  strokes  defining  the 
folds  of  fabric.  Remnants  of  brown  glazes  appear  in  the  shadows  of 
the  face  and  hands.  Synthetic  varnish  was  applied  during  an  exten- 
sive treatment  in  1978,  during  which  the  varnish  was  selectively 
cleaned,  retouch  was  toned  on  the  hand  and  ermine  part  of  the 
cloak,  and  areas  of  paint  loss  were  filled  and  toned. 

Provenance 

To  Brigadier  General  John  Dent  (husband  of  the  sitter),  Pamunky, 
Md.;  to  Aime  Herbert  Dent  (daughter  of  the  sitter),  Pamunky,  Md., 
by  descent,  1809;  to  Sarah  Marshall  Wilkinson  (granddaughter  of 
the  sitter),  Pamunky,  Md.,  by  descent,  1816;  to  Edmond  Briscoe 
and  Sarah  Marshall  Briscoe  Fletcher  (great-grandchildren  of  the 
sitter), Washington,  D.C.,  by  descent;  to  Rear  Admiral  Montgom- 
eiy Fletcher  (Sarah  Fletcher's  son),  Washington,  D.C.,  by  descent; 
to  Herbert  Marshall  Fletcher  (Admiral  Fletcher's  nephew),  Kansas 
City,  Mo.,  by  descent,  1920;  to  Maurine  Fletcher  Jones  (Herbert 
Fletcher's  daughter),  Independence,  Mo.,  by  descent,  1945;  to 
NAMA,  1961. 

Exhibitions 

William  Rockhill  Nelson  Gallei-v  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  American  Ancestor  Portraits, 
4  April-3  May  1953,  no  cat.  (as  Sarah  Marshall  [Dent]);  Wifliam 
Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts,  Kansas  City,  Mo.,  Kaleidoscope  of  America)}  Painting:  Eigh- 
teenth, and  'Nineteenth  Centuries,  2  December  1977-22  Januaiy 
1978,  no.  2  (as  Sarah  Marshall  Dent). 

References 

Winifred  Shields,  "Ancestor  Portrait  Show  Leads  to  Bizarre  Famih' 
Reunion,"  Kansas  City  Star,  3  April  1953,  20;  "Check  List  of  Ac(j[ui- 
sitions,  1962,"  Bulletin  (William  Rockhill  Nelson  Galleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts)  4  (October  1962),  16;  Richard 
Keith  Doud,  "John  Hesselius:  His  Life  and  Work,"  Master's  thesis. 
University  of  Delaware,  1963,  93  (as  Mrs.  John  Dent  [Sarah  Mar- 
shall]); NAMA  1973,  252  (as  Portrait  of  Sarah  Marshall  Dent); 
NAMA  1977,  12  (as  Sarah  Marshall  Dent);  NAMA  1991,  14-15. 
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Joseph  Hirsch  (1910-198i) 
Lynch  Fmnilij,  1946  -f 

Oil  on  canvas 

35  ^  33  i"-  (^^-9    83. S  cm) 
Signed  lower  left:  Joseph  Hirsch 
C;ift  of  the  P'riends  of  Art,  46-S2 

Technical  Notes 

The  coarsely  woven,  medium-weight,  plain-weave  canvas  was  com- 
mercially primed  with  an  opaque,  off-white  ground.  It  is  unlined 
and  has  never  been  removed  from  its  original  stretcher.  Hirsch 
may  have  imdeipainted  the  backg]-ound  with  a  thin  wash  ol  l)lue 
paint.  He  outlined  the  forms  wnth  thin,  fluid,  black  paint  before 
appl)ing  the  o\'erl\ang  layers  of  thin,  glazelike  paint.  Hirsch  incised 
fine  fines  into  the  paint  of  the  green  chair  and  the  plaster  features 
of  the  background.  He  applied  pastelike,  opaque,  white  paint  to 
the  baby  blanket  and  bottle  with  a  palette  knife,  leaving  the  ground 
layer  exposed  in  some  areas  of  the  blanket.  The  nipple  of  the  baby's 
bottle  appears  to  have  been  reduced  in  size,  and  infrared  refiectog- 
raphy  revealed  minor  changes  to  the  baby's  arm  and  rattle  and  the 
mother's  waist.  The  painting  is  in  excellent  condition  overall.  Two 
minor  canvas  distortions  are  located  in  the  upper  right  corner.  The 
original  synthetic  varnish  has  a  moderately  high  gloss. 

Provenance 

To  (Associated  American  Artists,  New  York,  1946);  to  NAMA, 
1946. 

Exhibitions 

Associated  American  Artists,  New  York,  Joseph  Hirsch:  Paintings, 
18  November-7  December  1946,  no.  21;  Galerie  Georges  Giroux, 
Brussels,  Art  Aniericain  Contemporain,  20  March- 10  April  1948 
(traveled),  no.  44;  William  Rockhill  Nelson  Galleiy  of  Art  and  Mary 
Atkhis  Museum  of  Fine  Arts,  Kansas  Gity,  Mo.,  The  Frioicls  of 


Art  in  Retrospect,  December  1953,  no  cat.;  Wichita  Art  Museum, 
Kans.,  Paintings  Loaned  hi/  tlie  Friends  of  Art  Collection,  William 
Rockhill  Nelson  Galleri/  and  Atkins  Museum,  K/msas  City,  22  April- 
6  May  1956,  no  cat.;  Hackley  Art  Gallery,  Muskegon,  Mich.,  Distin- 
guished Americans,  30  September-28  October  1956,  no  cat.;  Utah 
Museum  of  Fine  Arts,  University  of  Utah,  Salt  Lake  Gity,  Retro- 
spective Exhibition,  24  May-24  June  1959,  unnumbered;  Bowdoin 
GoUege  Museum  of  Art,  Brunswick,  Me.,  The  Portrayal  of  the 
Negro  in  American  Painting,  15  May-6  September  1964,  no.  76; 
Forum  Galleiy,  New  York,  The  Portrayal  of  the  Negro  in  American 
Painting,  25  September-6  October  1967,  no.  27;  Nelson-Atkins 
Museum  of  Art,  Kansas  Gity,  Mo.,  50  Years  of  Collecting:  The 
Friends  of  Art  Collection,  15  December  1984-15  Januaiy  1985,  no 
cat.;  Golumbus  Museum  of  Art,  Ohio,  American  Expressionism: 
Art  and  Social  Change,  iQ20-ig5o,  26  September  2003-9  May 
2004  (Golumbus  Museum  of  Art  and  Maiy  and  Leigh  Block 
Museum  of  Art,  Evanston,  111.,  only),  unnumbered. 

References 

Neiu  Masses  60  (3  September  1946),  25;  Helen  Garlson,  "Solo 
Exhibitions  in  Varied  Styles,"  New  York  Sun,  22  Novembei-  1946, 
30;  Emily  Genauer,  "New  Works  of  Soloists  Add  to  Stature  as 
Painters,"  Neiv  York  Wo  rid -Tele  gram,  23  Novembei-  1946,  11; 
Garlyle  Burrows,  "In  the  Art  Galleries,"  New  York  Herald  Tri- 
bune, 24  November  1946,  sec.  5,  8;  Edward  Alden  Jewell,  "Art  to 
Go  Abroad:  I.B.M.  Selection  on  \'iew — Beckmann  and  Others," 
New  York  Tint's,  24  November  1946,  sec.  2,  9;  Alonzo  Lansford, 
"Joseph  Hirsch  Deepens  His  Aesthetic  Power,"  Art  Digest  21 
(1  December  1946),  9;  "A  Nelson  Galleiy  Gift,"  December  1946, 
clipping,  Scrapbook,  NAMA  Archives;  Joseph  Hirsch:  Pai)rtings, 
exh.  cat.  (New  York:  Associated  American  Artists,  1946),  unpagi- 
nated;  "Modern  Painters  Are  Aided  b\-  the  Friends  of  Art,"  Kansas 
City  Star,  13  April  1947,  9D  (as  Tlie  Lynch  Family);  Catalogue 
de  I'Exposition  dArt  Aniericain  Contonporain,  exh.  cat.  (Brussels: 
Galerie  Georges  Giroux,  1948),  16;  Winifred  Shields,  "A  Special 
Gollection  of  Works  Is  Growing  at  Nelson  Galleiy,"  Kansas  City 
Star,  19  May  1950,  28;  NAMA  1959,  256  (as  The  Lynch  Family); 
John  Ganadav,  "Negroes  in  Art:  An  Exhibition  Examines  250  Years 
of  Pictorial  Social  Histoiy"  New  York  Times,  24  May  1964,  X21; 
The  Portrai/al  of  tlie  Negro  in  American  Painting,  exh.  cat.  (Bruns- 
wnck.  Me.:  Bowdoin  GoUege  Museum  of  Art,  1964),  unpaginated; 
John  Ganadav,  "Romare  Bearden  Focuses  on  the  Negro,"  New 
York  Times,  14  October  1967,  23;  Tlie  Portrayal  of  the  Negro  in 
American  Painting,  exh.  cat.  (New  York:  Forum  Gafieiy  1967), 
unpaginated;  NAMA  1973,  252;  Simone  Schwarz-Bart,  with  col- 
laboration from  Andre  Schwarz-Bart,  Honiinage  a  la  Fen})ne  Noire 
(Paris:  Edition  Gonsulaires,  1989),  5:20;  Bram  Dijkstra,  American 
Expressioiusin:  Art  and  Social  Change,  ig20-igso  (New  York: 
Hany  N.  Abrams,  in  association  with  the  Golumbus  Museum  of 
Art,  2003),  136-37,  146;  John  Anthoiy  Scott  and  John  Wardlaw 
Scott,  A  Ballad  of  America:  A  History  of  the  United  States  through 
Folk  Song,  3rd  rev.  ed.  (HoUand,  Mass.:  Folksong  in  the  Glass- 
room,  2003),  282  (as  Tlie  Lynch  Family). 
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WiNSLOw  Homer  (is36-1910) 
Gloucester  Harbor,  1873  4- 

Oil  on  cam  as 

i5'/4  X  22%  in.  {39.4  X  56.8  cm) 

Signed  and  dated  lower  right:  Winslow  Homer  1873 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F76-46 

Technical  Notes 

The  original  plain-weave,  tightly  woven  canvas  appears  to  have 
been  lined  with  a  gliie-based  adhesive.  It  is  difficnlt  to  determine  if 
the  dimensions  have  been  altered  becanse  tape  covers  the  margins, 
and  ridges  beneath  the  tape  indicate  that  the  margins  have  been 
removed.  An  opaque,  light  beige  ground  layer  was  overpainted 
with  an  opaque,  medium  blue  imprimatura  layer.  Infrared  reflec- 
tography  reveals  a  graphite  or  fine  brush  underdrawing  marking 
the  horizon  line  and  distant  shore.  The  central  boat,  figures,  and 
distant  boats  were  also  outlined.  Homer  applied  opaque,  warm 
pink  tones  above  the  imprimatura.  He  painted  witli  thin  and  fluid 
paint  and  somewhat  thicker  paint  on  highlights.  A  slight  flattening 
of  impasto  and  enhancement  of  the  can\'as  weave  have  occurred 
as  a  result  of  lining.  Mechanical  cracks  have  developed  overall,  and 
vertical  and  horizontal  stains  and  mild  paint  abi-asion  appear  in  the 
sky  on  the  left  side.  Pinpoint-size  losses  have  occurred  in  the  boat 
and  water.  Museum  consemition  staff  treated  the  painting  in  1977, 
when  the  varnish  was  removed  and  paint  losses  were  retouched, 
and  in  2000,  when  the  varnish  layer  was  replaced  and  old  retouch 
was  improved. 

Provenance 

To  Charles  S.  Homer  (the  artist's  brother),  by  bequest; 
(M.  Knoedler  and  Co.,  New  York,  1918);  (Howard  Young  Galler- 
ies, Chicago,  1918);  Hany  Jones,  Kansas  City;  to  Anrelia  Jones 
(daughter  of  Hany  Jones),  Kansas  City,  Mo.,  by  1936;  Mrs.  David 
B.  Findlay  (sister  of  AmeUa  Jones),  Kansas  City,  Mo.,  c.  1945;  to 
Wildenstein  and  Co.,  New  York,  c.  1946);  to  Mr.  and  Mrs.  Carleton 
Mitchell,  Annapolis,  Md.,  1946;  (Robert  G.  O.sborne,  New  York, 
c.  1974);  to  NAMA,  1976. 


Related  Works 

Gloucester  Harbor,  1873,  watercolor  and  gouache  on  paper, 
9'/^  X  i3'/2  in.  (24.1  X  34.3  cm),  collection  of  Meredith  and  Cornelia 
Long;  Ten  Pound  IsJancL  1873,  watercolor  on  paper,  3M  x  5%  in. 
(9.5  X  14.2  cm),  private  collection. 

Exhibitions 

New  York,  Centuiy  Association,  7  Februaiy  1874,  no.  2;  Chicago 
Interstate  Industrial  Exposition,  September  1875,  no.  iii;  Whitney 
Museum  of  American  Art,  New  York,  Winslow  Homer  Centenary 
Exhibition,  15  December  1936-15  Januaiy  1937,  no.  8;  Wildenstein 
and  Company,  New  York,  Winslow  Homer,  19  Eebruaiy-22  March 
1947,  no.  15;  National  Gallery  of  Art,  Washington,  D.C.,  Winslow 
Homer:  A  Retrospective  Exhibition^  23  No\'-ember  1958-3  May 
1959  (traveled),  no.  29  (no.  26  at  Museum  of  Fine  Arts,  Boston); 
WilUam  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Cit\',  Mo.,  Kaleidoscope  of  American  Painting: 
Eighteenth  and  'Nineteenth  Centuries,  2  December  1977-22  Janu- 
aiy  1978,  no.  78;  Nelson-Atldns  Museum  of  Art,  Kansas  City,  Mo., 
Genre,  5  April-15  May  1983,  no.  41A;  Mulvane  Art  Museum, 
Topeka,  Kans.,  Albert  Bierstadi  a)id  His  Contemporaries,  7-28 
October  1984,  no  cat.;  Terra  Museum  of  American  Art,  Chicago, 
Winslow  Homer  in  Gloucester,  20  October-30  December  1990, 
no.  6;  Chiysler  Museum  of  Art,  Norfolk,  Va.,  A  Fair  Wind:  Mari- 
time Paintings  by  Winslow  Homer,  9  June-3  September  2000. 
unnumbered;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo., 
Winslow  Homer  and  the  Critics:  Forging  a  National  Art  in  the 
iSyos,  17  Februaiy  2001-6  Januaiy  2002  (traveled),  no.  19. 

References 

"Art  Sale,"  Evening  Mail  (New  York),  16  December  1874,  3;  Lloyd 
Goodrich,  "Winslow  Homer,"  Arts  6  (October  1924),  191;  Win- 
slow  Homer  Centenary  Exhibition,  exh.  cat.  (New  York:  Whit- 
ney Museum  of  American  Art,  1936),  21;  Edward  Alden  Jewell, 
"Melange  of  Events,"  New  York  Times,  23  Februan'  1947,  X7; 
Winslow  Homer,  exh.  cat.  (Nev/  York:  Wildenstein  and  Company, 
1947),  33.  46;  Gloria  Finn,  "A  Rich  View  of  Winslow  Homer," 
Washington  Post  and  Times  Herald,  23  November  1958,  E7;  Win- 
slow  Homer:  A  Retrospective  Exhibition,  exh.  cat.  (Washington, 
D.C.:  National  Galleiy  of  Art;  New  York:  Metropolitan  Museum  of 
Art.  1958),  118;  Winslow  Homer:  A  Retrospective  Exhibition,  exh. 
cat.  (Boston:  Museum  of  Fine  Arts,  in  association  with  National 
Galleiy  of  Art  and  Metropolitan  Museum  of  Art,  1959),  95;  Albert 
Ten  Evck  Gardner,  Wi)islow  Homer  American  Artist:  His  World 
Old  His  Work  (New  York:  Bramhall  House,  1961),  42.  247;  "Kalei- 
doscope of  American  Painting,"  Wednesday  Magazine,  30  Novem- 
ber 1977,  15;  Donald  Hoffmann,  "American  Exhibit  Unveils  5 
New  Gifts  to  Nelson,"  Funisas  City  Times,  2  December  1977,  lA, 
8A;  "Pictures  at  an  Exhibition,"  Independent  (Kansas  City,  Mo.), 
3  December  1977,  16;  "Kemper  Gifts  to  the  Nelson,"  Kansas  City 
Times,  6  December  1977,  34;  "American  Painting  E.xhibit  Comes 
to  Nelson  G'AXery,"  Johnson  County  Sun  (Overland  Park,  Kans.), 
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9  December  1977,  5B  (as  Boij  in  Gloucester  Harbor);  "Kaleido- 
scope of  American  Painting,"  Independent  (Kansas  Cit>',  Mo.), 

10  December  1977,  4;  Donald  Hoffmann,  "Images  from  a  New 
Land,"  Kansas  City  Star,  11  December  1977,  iD;  NAMA  1977, 
61,  cover;  "Kaleidoscope  of  American  Painting,  Eighteenth  and 
Nineteenth  Centuries,"  Gallery  Events  (William  Rockhill  Nelson 
Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts),  Januaiy 
1978,  unpaginated;  "Art  across  North  America,"  Apollo  107  (April 
1978),  328;  William  L.  McCorkle,  "Nelson  Galleiy  Sets  Acquisi- 
tion Record,"  Kansas  City  Star,  16  July  1978,  2B;  Eleanor  H.  Gus- 
tafson,  "Museum  Accessions,"  Antiques  114  (August  1978),  250; 
Gordon  Hendricks,  The  Life  and  Work  ofWinsloic  Homer  (New 
York:  Harry  N.  Abrams,  1979),  303;  Ralph  T.  Coe,  "Valuable  Gifts," 
letter  to  the  editor,  Kansas  City  Star,  7  May  1980,  18A;  Ross  E. 
Taggart,  "American  Paintings  in  the  Nelson-Atkins  Museum  of  Art, 
Kansas  City,  Missouri,"  An^it/ues  122  (November  1982),  1032,  1037; 
Genre,  exh.  cat.  (Kansas  Citv,  Mo.:  Nelson-Atkins  Museum  of  Art, 
1983),  5,  16;  Donald  Hoffmann,  "Kemper  Family  Donates  $1.5 
Million  Portrait,"  Kenisas  City  Star,  12  October  1986,  12A;  Plelen  A. 
Cooper,  Winslow  Homer  Watercolors ,  exh.  cat.  (New  Haven:  Yale 
University  Press;  Washington  D.C.:  National  Gallery  of  Art,  1986), 
36-37,  245;  Helen  A.  Cooper,  "Winslow  Homer's  Watercolors:  A 
Study  in  Theme  and  Style,"  Ph.D.  diss.,  Yale  University,  1986,  xi, 
29;  Kate  F.  Jennings,  Winslow  Homer  (New  York:  Crescent  Books, 
1990),  37;  D.  Scott  Atkinson  and  Jochen  Wierich,  Winsloic  Homer 
in  Gloucester,  exh.  cat.  (Chicago:  Terra  Museum  of  American 
Art,  1990),  23,  70,  103;  The  Society  of  Fellows  Silver  Anniversary 
(Kansas  City,  Mo.:  Nelson-Atkins  Museum  of  Art,  1990),  unpagi- 
nated; NAMA  1991,  4,  73-74;  NAMA  1993a,  51,  236;  NAMA 
1993b,  101;  David  Weidner,  "Advertising  and  Artistiy  Collide  for 
a  Mutual  Fund  and  a  Museum,"  Wall  Street  Journal,  10  November 
1997,  Bi;  Brian  Kaberline,  "Law  Prof  Stands  behind — and  beside 
Former  Students,"  Kansas  City  Business  Journal,  2;  Catherine 
Dorsey,  "The  Sea  around  Us:  A  Selection  of  Maritime  Paintings 
at  the  Chiysler  Serve  as  an  Ideal  Prelude  to  OpSaikooo,"  Poii: 
Folio  Weekly  (Norfolk,  Va.),  6  June  2000,  30;  R.  Crosby  Kemper 
Jr.,  Banking  on  Art:  Fifty  Years  of  Collecting  (Kansas  City,  Mo.: 
R.  Crosby  Kemper  Jr.,  2000),  8;  Margaret  C.  Conrads,  Wins- 
low Homer  and  tlie  Critics:  Forgin^i^  a  National  Art  in  the  i8yos, 
exli.  cat.  (Princeton,  N.J.:  Princeton  University  Press,  in  association 
with  Nelson-Atkins  Museum  of  Art,  2001),  57-58,  208,  22in45; 
David  Tatham,  Winslow  Homer  and  the  Pictorial  Press  (Syracuse, 
N.Y.:  Svracuse  Universitv  Press,  2003),  185;  Lloyd  Goodrich, 
Record  of  Works  by  Winslow  Homer,  ed.  and  expanded  by  Abigail 
Booth  Gerdts  (New  York:  Spanierman  Galleiy  2005),  2:251-52. 


Edward  Hopper  (1882-1967) 
Light  Battery  at  Gettysburg,  1940  -f 

Oil  on  canvas 

i8'/s  X  27^16  in.  (46  X  69.4  cm) 
Signed  lower  riglit:  EDWARD  hopper 
Gift  of  tlie  Friends  of  Art,  47-95 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas,  which  has  been  mounted  to 
a  Masonite  panel  wath  a  wtLxed-based  adhesive,  retains  its  tacking 
margins,  indicating  dimensions  are  original.  An  opaque,  off-white, 
moderately  thick  ground  laver  was  probably  applied  by  the  artist. 
Infrared  reflectography  was  unable  to  penetrate  the  thick  paint 
layers  to  determine  whether  Hopper  used  an  underdraN^dng.  The 
scene  was  directly  painted  with  opaque,  pastelike  paint,  applied 
wet  into  wet  with  pronounced  brushwork.  A  few  palette  knife 
marks  can  be  seen,  although  impasto  has  been  flattened  because 
of  the  lining.  A  small  amount  of  retouch  is  present  at  the  edges  and 
in  the  slw  at  upper  right.  Occasional  mechanical  cracks  are  scat- 
tered throughout.  Museum  consen'ation  staff  treated  the  painting 
in  1971,  applying  a  synthetic  varnish  after  it  was  lined. 

Provenance 

To  (Frank  K.M.  Rehn  Galleries,  New  York,  1940);  to  NAMA, 
1947- 

Related  W^orks 

Study  for  "Li<i^ht  Battery  at  Gettysburg,"  1940,  conte  crayon  on 
paper,  11V4  x  151/s  in.  (28.6  x  38.4  cm),  Whitney  Museum  of 
American  Art,  New  York;  Study  for  ''Light  Battery  at  Gettysburg," 
1940,  charcoal  and  clialk  on  paper,  16%  x  24 '/a  in.  (42.2  x  62.3  cm), 
private  collection;  Study  for  "Light  Battery  at  Gettysburg,"  1949, 
conte  cravon  on  paper,  8/2  x  11  in.  (21.6  x  27.9  cm),  Whitney 
Museum  of  American  Art,  New  York. 

Exhibitions 

Corcoran  Galleiyof  Art,  Washington,  D.C.,  Tlie  Seventeenth  Biennial 
Exhibitioit  of  Contemporary  American  Oil  Paintings,  23  March- 
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4  Mav  1941,  no.  74;  Montclair  Art  Museum,  N.J.,  Selected  Ameri- 
ca)] Pavitin^is  and  Embroidered  Murals  ami  Paintinjis  on  Glass, 
8-25  October  1942,  no.  8;  Wadsworth  Atheneum,  Hartford,  Conn., 
Men  in  Anns,  2  February-4  March  1943,  no.  81;  Art  Institute 
of  Chicago,  The  Fifty-fouiili  A)inu(d  Exhibition  of  Anwrican 
Painiin^s  and  Sculpture,  28  October-12  December  1943,  no.  11; 
Columbus  Galleiy  of  Fine  Arts,  Ohio,  Twelve  Contemporarij  Amer- 
icans, 4  October-15  November  1945,  urmumbered;  Gloversville 
Intercultural  League,  N.Y.,  Exhibition  of  Paintin<^s  by  Contem- 
porarij  American  Artists,  26-30  October  1947,  no.  16;  Colorado 
Springs  Fine  Arts  Center,  l^eio  Accessions  USA,  12  Jnly-5  Sep- 
tember 1948,  no.  32;  Whitney  Museum  of  American  Art,  New 
York,  Edward  Hopper  Retrospective  Exhibition,  11  Februaiy- 
2  July  1950  (traveled),  no.  55;  William  Rockhill  Nelson  Galleiy  of 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  The 
Friends  of  Art  in  Retrospect,  December  1953,  no  cat.;  Wichita  Art 
Museum,  Kans.,  Paintings  Loaiied  by  the  Friends  of  Art  Collec- 
tion, William  Rockhill  Nelso)i  Gallery  and  Atkins  Museum,  Kansas 
City,  22  April-6  May  1956,  no  cat.;  Kansas  Free  Fair,  Topeka,  8- 

13  September  1956,  umiumbered;  Hackley  Art  Galleiy,  Muskegon, 
Mich.,  Distinguished  Americans,  30  September-28  October  1956, 
no  cat.;  University  of  Arizona  Art  Galleiy,  Tucson,  A  Retrospective 
Exhibition  of  Oils  and  Watercolors  by  Edward  Ho]}))er,  20  April- 
19  May  1963,  no.  36;  Whitney  Museum  of  American  Art,  New 
York,  Edicard  Hopper:  The  Art  and  die  Artist,  23  September  1980- 

14  FebruaiT  1982  (traveled),  unnumbered;  Nelson-Atkins  Museum 
of  Art,  Kansas  City',  Mo.,  Fifty  Years  of  Collecting:  The  Friends  of 
A/t  at  the  Nelson;  A  Retrospective  Exhibition,  15  December  1984- 

15  JanuaiT  1985,  no  cat.;  Ilirschl  &  Adler  Galleries,  New  York, 
Edward  Hopper:  Early  and  Late  Drawings,  Watercolors,  and 
Paintings,  14  March-18  April  1987,  no.  51. 
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John  Dare  Rowland  (is43-1914) 

Buffalo  Hunt.  c.  1868  -f 

Buffalo  Oil  the  Flains) 


Oil  on  cam  as 
18  X  24  in,  (45.7  X  61  cm) 
Signed  lower  right:  |.  D.  Howland 
Purchase:  Nelson  Trust,  50-48 


Technical  Notes 

The  tightly  woven,  plain-weave  linen  canvas  has  been  lined  nsing  a 
WcLx-based  adhesive.  All  four  stretcher  cracks  are  equidistant  from 
the  edges,  implving  that  the  dimensions  ha\"e  not  been  altered. 
The  thin,  opaque,  off-white  ground  was  probably  commercialK' 
applied.  Infi-ared  reflectography  reveals  several  loosely  sketched 
graphite  lines  beneath  the  t\vo  foreground  figures  and  their  horses. 
This  drawing  indicates  that  Howland  shifted  the  proper  right  arm 
of  the  white  horse's  rider  slighth'  to  the  right  in  the  overhang 
painting.  Howland  rendered  the  painting  with  layers  of  opa(|ue 
paint  and  transparent  glazes.  While  the  upper  half  is  thinlv  painted, 
the  lower  half  has  a  low  impasto.  Thin,  red  paint  strokes  are  pres- 
ent on  top  of  the  orange  paint  of  Howland  s  signature.  Although 
abraded,  digital  imaging  suggests  that  this  red  paint  mav  liave  read 
"A.  F.  Tait  N.Y.  /  1852."  Mechanical  cracks  pass  through  both  the 
orange  and  red  paint  of  the  signatin-es;  howe\'er,  the  red  paint  was 
clearlv  applied  on  top.  The  orange  paint  used  in  the  signature  also 
seems  to  have  been  integrated  into  the  rendering  of  the  foregromid 
foliage,  further  verifving  that  Howland  s  signature  was  applied  first. 
Fine  mechanical  cracking  has  developed  overall,  and  fine  vertical 
cracks  are  evident  in  the  sk'\'.  Paint  abrasion  is  visible  in  the  figiu'es 
and  the  central  region  of  the  painting.  Discolored  varnish  residues 
remain  in  the  interstices  of  the  paint,  and  \  ertical  streaks  in  the  sl<)' 
may  be  the  result  of  ground  staining.  A  small  indentation  in  the 
paint  is  located  below  the  central  buffalo's  proper  right  hind  leg. 
Fine  retoucli  is  scattered  throughout  the  sky,  and  two  large  areas 
of  retouch  are  visible  in  the  central  sky,  possibly  covering  a  small, 
mended  horizontal  tear.  The  varnish,  which  is  probably  synthetic, 
has  a  moderately  high  sheen. 


Provenance 

(Carl  Lindborg,  Newton  Square,  Pa.);  to  NAMA,  1950. 
Related  Work 

Felix  O.  C.  Darley,  The  BnffaJo  Hunt,  c.  1858,  wood  engraving,  5  x 
9  in.  (12.7  X  22.9  cm),  illustrated  in  "Pictures  of  Indian  Life," 
Harper's  Weekhj  2  (1  May  1858),  281. 

E  X  LI  I  R I T I O  N  S 

JosKni  Art  Museum,  Omaha,  Neb.,  Life  on  ihe  Prairie:  The  Artist's 
Record  12  May-4  July  1954,  unnumbered;  Kansas  State  College, 
Manhattan,  Fine  Arts  Festival,  28  April-8  May  1955,  unniunbered; 
Coe  College,  Cedar  Rapids,  Iowa,  Midwest  Heritage  Conference, 
5-7  April  1956,  unmunbered  (as  Hunting  Buffalo  on  the  Plains); 
William  Rockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  CJit)',  Mo.,  TJie  Last  Frontier,  5-17  October 
1957,  no.  24  (as  Hunting  Buffalo  01}  the  Plains);  Wilham  Rockhill 
Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  Nineteenth  Centunj  American  Painting,  17  Febman- 
31  March  1974,  no  cat.;  Charles  H.  MacNider  Museum,  Mason 
City,  Iowa,  igth-Centnrij  American  Art  and  Crafts:  Selections  from 
ihe  Collections  of  the  Nelson  Gallerij- Atkins  Museum,  17  August- 

14  September  1975,  no  cat.  (as  Hunting  Buffalo  on  the  Plains); 
Nelson-Atldns  Museum  of  Art,  Kansas  Citv,  Mo.,  Genre,  5  April- 

15  May  1983,  no.  43  (as  Hunting  Buffalo  on  the  Plains). 
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Nelson  Gallen'  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts) 
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at  Nelson  Galleiy,"  9  Januaiy  1951,  clipping,  Scrapbook,  NAMA 
Archives;  Landon  Laird,  "Town,"  26  Januan-  1951,  clipping.  Scrap- 
book,  NAMA  Archives;  Kate  Howland  Charles,  "Jack  Howland, 
Pioneer  Painter  ol'  the  Old  West,"  Colorado  Magazine  29  (July 
1952),  170-71;  Life  on  the  Prairie:  The  Artist's  Record,  exh.  cat. 
(Omaha,  Neb.:  Joshm  Art  Museum,  1954),  8;  Fine  A)~ts  Festival, 
exh.  cat.  (Manhattan:  Kansas  State  College,  195,5),  unpaginated; 
The  Last  Froiitier,  exh.  cat.  (Kansas  CiU',  Mo.:  Wilham  Rock- 
hill Nelson  Galleiv  of  Art  and  Man'  Atkins  Museum  of  Fine  Arts, 
1957),  25  (as  Hu)tting  Buffalo  on  the  Plains);  E.  D.  Stalnaker,  "John 
Howland,  Peacemaker  and  Painter,"  Kansas  City  Times,  9  Novem- 
ber 1957,  40  (as  Hunting  Buffalo  on  the  Plains);  NAMA  1959,  256; 
NoUe  Mumev,  The  Ai-t  and  Activities  if  John  Dare  (Jack)  Hoic- 
land:  Painter,  Soldier  Indian  Trader  and  Pioneer  (Boulder,  Colo.: 
Johnson  PubUshing  Co.,  1973),  152-53  (as  Hunting  Buffalo  on  die 
Plains);  NAMA  1973,  252;  Richard  Leet,  "Artists  Formed  Early 
Personalities,"  Globe-Gazette  (Mason  Cit\;  Iowa),  19  August  1975, 
7  (as  Hunfi)ig  Buffalo  on  the  Plains);  Ross  E.  Taggart,  "American 
Paintiuffi  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  Citv,  Mis- 
souri,"  A/(/;V/(/('.S'  122  (November  1982),  1031,  1033-34  (as  H(/(i//;!_g 
Buffalo  on  the  Plains);  Genre,  exh.  cat.  (Kansas  City,  Mo.:  Nelson- 
Atkins  Museum  of  Art,  1983),  17  (as  Hunting  Buffalo  on  the  Plains); 
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William  Morris  Hunt  (1824-1879) 


Landscape,  1875  -f 

Oil  on  linen 

23 '/s  X  33 '/i  in.  (58. 7  X  84. 5  cm) 

Signed  with  monogram  and  dated  lower  lelt;  75. 

Gift  of  Prof.  Samnel  Eliot  Mori.son,  34-38 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  is  nnlined,  althongh  a  sec- 
ond, apparentlv  original,  la)'er  of  coarse  fabric  is  placed  between 
the  canvas  and  the  stretcher,  also  likely  original.  The  hvo  layers 
of  fabric  share  a  single  set  of  tack  holes.  Hnnt  applied  an  opacjne, 
mnted  pink  imprimatnra  abo\e  the  off-white  gromid,  and  it 
remains  \isible  in  scattered  areas  throughout  the  composition, 
particularK'  at  the  horizon.  The  landscape  consists  of  thin,  opaque 
paint  in  the  sk\'  and  washes,  scumbles,  and  transparent  glazes  in 
the  lower  half  of  the  painting.  Thick  paint,  appUed  k)osely,  defines 
the  trees.  Mechanical  cracks  have  developed  overall  and  a  small 
amount  of  traction  cracking  has  foi-med  in  the  centi'al  foreground. 
Paint  abrasion  is  evident  in  the  center  and  foreground,  exposing 
the  topmost  cain  as  threads.  The  grid  pattern  of  the  weave  is  prom- 
inent in  these  areas  and  breaks  up  the  thin  brushwork  in  these  dark 
areas.  A  few  small  tears  are  pi-esent  on  the  outer  edges,  where  the 
canvas  folds  ovei"  to  the  tacking  margin.  A  small  amount  of  retouch 
is  scattered  throughout.  The  varnish,  which  is  probably  synthetic, 
has  a  moderately  high  sheen. 

Provenance 

To  estate  of  the  artist;  Emily  Marshall  Eliot  VIorison,  Boston,  bv 
1914;  to  Samuel  Eliot  Morison  (son  of  Emily  Marshall  Efiot  Mori- 
son),  Boston,  by  descent,  1925;  to  NAMA,  1934. 

Exhibition 

Metropolitan  Museum  of  Art,  New  York,  Loan  Collection  ofFaint- 
in^s,  April-October  1S80,  no  cat. 

References 

"Liberal  with  Art,"  Kansas  City  Star,  1  Januaiy  1936,  8;  NAMA 
1940,  25;  NAMA  1941,  166;  NAMA  1959,  256;  NAMA  1973,  252. 


Peter  Hurd  (1904-1984) 
Jose  Herrera,  1938  -f 

(Portrait  ofjose;  Portrait  of  a  Cowhand;  Portrait) 

Tenipei'a  on  panel 

48  X  46'/4in.  (121.9  X  118.1  cm) 

Simied  inscribed,  and  dated  lower  left:  PETER  HURD  /  EN  SAN  patricio  / 
193^ 

Gift  of  Mr.  and  Mrs.  Robert  B.  Fizzell  through  the  Friends  of  Art,  39-35 

Technical  Notes 

The  pressboard  panel  has  not  been  altered.  The  somewhat  thick, 
opaque,  bright  white  ground  layer,  likely  gesso,  was  applied  by  the 
artist.  Hurd  incised  the  wet  ground  layer  to  produce  a  textured  sur- 
face, particularly  in  the  moimtain  mnge.  He  also  appears  to  have 
applied  thin,  transparent  washes  of  browi  and  green  paint  to  tone 
the  gesso  laver.  Above  these  lavers,  he  loosely  outlined  the  figure 
and  mountains  with  paint  strokes  and  applied  hatching  fines  to 
areas  of  shadow.  The  porti'ait  was  executed  using  multiple  layers  of 
opac^ue  and  transparent  paint.  In  the  face,  Hurd  added  fine  paint 
strokes  with  cross-hatching  in  a  somewhat  traditional  tempera 
techni(|ue.  Vei-v  little  white  paint  appears  on  the  surface;  most  of 
the  white  areas  were  achie^•ed  with  sgraffito.  The  paint  layer  does 
not  have  c^uite  enough  medimn  in  it.  ConsequentK;  thei-e  is  poor 
adhesion  betAveen  the  groimd  and  paint  layers.  Pinpoint  losses  of 
paint  and  numerous  areas  of  ]-etouch  are  scattered  throughout. 
The  retouch  appears  to  be  tempera  and  follows  the  direction  of 
\\\v  original  brushstrokes,  suggesting  it  was  applied  by  the  artist. 
The  matte  varnish,  possibly  a  glair  coating,  was  selecti\-el)'  appHed, 
possibly  in  the  frame,  causing  an  uneven  sheen. 

Provenance 

To  (Mrs.  Cornelius  J.  Sulli\  an  Gallery,  NeA\' York,  1939);  to  Mr.  and 
Mrs.  Robert  B.  Eizzell,  Kansas  Cit)/,  Mo.,  1939;  to  NAMA,  1939. 

Exhibitions 

Whitney  Museum  of  American  Art,  New  York,  1938  Annual 
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Exhibition  of  Co}Uc))iporanj  American  Painiino^  i  November- 
11  December  1938,  no.  65;  Mrs.  Cornelius  ].  Sullivan  Galleiy, 
New  York,  Exhibition  of  Paintings  and  Draicin<is  bij  Peter  Hurd, 
11-29  April  1939-  IT"-  22  (as  Poiirait);  California  Palace  of  the 
Legion  of  Honor,  San  Francisco,  Conteinj)oranj  American  Paintin^^, 

17  May-17  June  1945,  unnumbered;  William  Rocldiill  Nelson  Gal- 
leiy of  Art  and  Mai-y  Addns  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
The  Friends  of  Art  in  Retrospect,  December  1953,  no  cat.;  Wichita 
Art  Museum,  Kans.,  Paiirtinii^s  Loaned  bij  the  Friends  of  Art  Collec- 
tion, William  Rockhill  Nelson  Gallery  and  Atkins  Museum,  Kansas 
Citij,  22  April-6  Mav  1956,  no  cat.;  Kansas  Free  Fair,  Topeka,  S- 
13  September  1956,  no  cat.;  Hackley  Art  Galleiy,  Muskegon,  Mich., 
Distinguished  Americans,  30  September-28  October  1956,  no  cat.; 
Amon  Carter  Museum  of  Western  Art,  Fort  Worth,  Peter  Hurd 
Retrospective  Exhibition,  21  October  1964-22  Februaiy  1965 
(traveled),  unnumbered;  California  Palace  of  the  Legion  of  Honor, 
San  Francisco,  Contemporanj  Anxerican  Painti)ig,  16  Januaiy- 
22  Februaiy  1965,  no  cat.;  Oklahoma  Museum  of  Art  at  Red  Ridge, 
Oldahoma  Citv,  Peter  Hurd,  24  November-31  December  1968, 
no.  2;  Birger  Sandzen  Memorial  Gallery,  Lindsborg,  Kans.,  jotli 
Annual  Midwest  Art  Exhibition,  30  March-27  April  1969,  no  cat.; 
Joslyn  Art  Museum,  Omaha,  Neb.,  The  TJiirties  Decade:  Ameri- 
can Artists  and  Their  European  Contemporaries,  10  October- 
28  November  1971,  no.  89;  Museum  of  Fine  Arts,  Houston, 
Daijs  on  the  Ran^e:  Artists  in  the  American  West,  5  Februaiy- 
5  March  1972,  no.  35  (as  Portrait  of  Jose  Herrera);  Brand}wine 
River  Museum,  Chadds  Ford,  Pa.,  Rrandijwine  West,  18  Januaiy- 

18  May  1975,  no  cat.;  Brandv\\dne  River  Museum,  Chadds  Ford, 
Pa.,  Peter  Hurd:  A  Portrait  Sketch  from  Life,  15  Januaiy-22  May 
1977,  no.  43  (as  Portrait  offose);  Phoenix  Art  Museum,  Ariz.,  Peter 
Hurd:  Insight  to  a  Painter,  25  March-21  August  1983  (traveled), 
no.  11. 

References 

Edwaixl  Alden  Jewell,  'In  the  Realm  of  Art:  Big  All-American 
Group  Show,"  Neic  York  Times,  6  November  1938,  sec.  9,  9;  Neic 
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1Q28  Annual  Exhibition  of  Contemporanj  American  Painting,  exh. 
cat.  (New  York:  Whitney  Museum  of  American  Art,  1938),  unpagi- 
nated; Scribners  Magazine  105  (March  1939),  cover  (as  Portrait  of 
a  Cowhand);  Carlyle  Burrows,  "Notes  and  Comment  on  E\'ents  in 
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5;  Peter  Hurd,  "Painter  of  New  Mexico,"  Magazine  of  Art  32  (July 
1939),  391;  "Debate  over  Art  Gift,"  Kansas  City  Star,  9  December 
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Painting  Todaij  (W^ashington,  D.C.;  American  Federation  of  Arts, 
1939),  115;  Exhibition  of  Paintings  and  Drawings  by  Peter  Hurd, 
exh.  cat.  (New  York:  Mrs.  CorneUus  J.  Sullivan  Galleiy,  1939), 
unpaginated  (as  Portrait);  "'Pigtails'  by  Speicher  Masterpiece  of 
Month,"  Kansas  Citij  Journal-Post,  2  Januaiy  1940,  13  (as  Portrait 
of  Jose  Herrera);  "Portrait  of  Jose  Herrera,"  Kcuisas  City  Star, 


7  Januaiy  1940,  Pictorial  sec,  4;  NAMA  1940,  22  (as  Portrait); 
Helen  Clement,  "Art  and  Artists:  Contemporaiy  Paintings  at 
Legion,  May  17-June  17,"  Oakkuid  (Calif.)  Tribune,  27  May  1945, 
2C;  Contemporanj  American  Painting,  exh.  cat.  (San  Francisco: 
California  Palace  of  the  Legion  of  Honor,  1945),  unpaginated; 
"Modern  Painters  Are  Aided  by  the  Friends  of  Art,"  Kansas  City 
Star,  13  April  1947,  9D  (as  The  Cowboy);  NAMA  1949,  203  (as 
Portrait  of  Jose  Herrera);  Winifred  Shields,  "A  Special  Collection 
of  Works  Ls  Growing  at  Nelson  Galleiy,"  Kansas  City  Star,  19  May 
1950,  28;  Peter  Hurd:  Portfolio  of  Landscapes  and  Portraits  (Albu- 
querque: Uni\'ersitv  of  New  Mexico  Press,  1950),  unpaginated; 
J.  Kenner  Agnew,  ed.,  Pro.se  and  Poetry  Adventures  ( S)a-acuse,  N.Y.: 
L.  W.  Singer  Companv,  1951),  616-17;  "Page  for  a  Painting,"  Kcmsas 
Citij  Times,  29  Februaiy  1952,  4  (as  Portrait  of  Hose  Herrera); 
"Public  Favorites  9,"  Time,  3  March  1952,  61;  Dorothea  Pellett, 
"Fair  Displays  Work  of  Eminent  Artists,"  Daily  Capital  (Topeka, 
Kans.),  9  September  1956,  17A;  Bob  Sanford,  "A  Panoramic  Look 
at  American  Art,"  Kansas  City  Times,  6  No\-ember  1957,  32  (as 
Portrait  of  Jose  Herrera);  Alexander  Eliot,  Three  Hundred  Years 
of  American  Painting  (New  York:  Time,  1957),  210-11;  "Exliibition 
Reflects  Growng  Interest  of  Kansas  Citians  in  Contemporan-  Art," 
Kansas  Citij  Star,  9  Januaiy  1959,  9;  Ph^nw  and  Highway  Magazine 

8  (April  1959),  40,  cover;  Alexander  Eliot,  Art  of  Our  Time — 19,50- 
1,960  (New  York:  Omicron,  1959),  unpaginated;  NAMA  1959,  150, 
256;  P.D.F.,  "Reviews:  San  Francisco,"  zA/t/on/;;;  3  (March  1965), 
43;  Paul  Horgan,  Peter  Hurd:  A  Portrait  Sketch  from  Life  (Austin: 
University  of  Texas  Press,  1965),  unpaginated  (as  Portrait  of  Jose); 
Mary  Ellen  Chase,  Vahies  in  Literature  (Boston:  Houghton  Mifflin, 
1965),  116;  Peter  Hurd,  exh.  cat.  (Oklahoma  City:  Oklahoma 
Museum  of  Art  at  Red  Ridge,  1968),  unpaginated;  "The  News 
Clock,  Birger-Sandzen  Features  Hurd,"  Hutchinson  (Kans.)  News, 
19  April  1969,  unpaginated  (as  Portrait  of  Jose  Herrera);  Ideas  and 
Patterns  in  Literature  2  (New  York:  Harcourt  Brace,  1970),  222; 
The  Thirties  Decade:  American  Artists  and  Tlieir  European  Con- 
temporaries, exh.  cat.  (Omaha,  Neb.:  Joslyn  Art  Museum,  1971), 
64;  Days  0)1  the  Range:  Arti.sts  in  the  Anwrica)]  We.st,  exh.  cat. 
(Houston:  Museum  of  Fine  Arts,  1972),  21,  65  (as  Portrait  of  Jose 
Herrera);  Kocli:  EAjuiptnent  and  Supplies  for  Packers  and  Pro- 
cessors General  Catalogue  Number  igi,  October  1972,  3,  cover; 
NAMA  1973,  204,  252;  Martha  Hutson,  "Peter  Hurd,  Outside 
the  Stream:  Inteniew,"  American  Art  Review  3  (March-April 
1976),  102,  1081112;  Paul  Horgan,  Peter  Hurd:  A  Portrait  Sketch 
from  Life,  exh.  cat.  (Austin:  University  of  Texas  Press,  1965;  repr., 
Chadds  Ford,  Pa.:  BraixWdne  River  Museum,  1977),  unpaginated 
(as  Portrait  of  Jose);  Susanne  Sentell  Shepherd,  America))  Scoie 
Pai))ting:  The  Rise  of  Regio)ialis)n,  M.A.  thesis,  Stephen  F.  Austin 
State  Universih',  1979  (Ann  Ai-bor:  University  of  Michigan  Press, 
1985),  45-46;  hnpact  Albiujuoijue  Joun)al  Magazine,  25  October 
1983,  7,  cover;  Peter  Hu)-d:  Insight  to  a  Pai))ter,  exh.  cat.  (Phoenix, 
Ariz.:  Phoenix  Art  Museum,  1983),  28,  33,  44,  cover;  Peter  Hurd, 
Mij  Land  Is  the  Southwest:  Peter  Hu)'d  Letto's  a))d  Joun)als,  ed. 
Robert  Metzger  (College  Station;  Texas  A  &  M  University  Press, 
1983),  i78n3,  201-2,  206;  NAMA  1991,  152. 
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Henry  Inman  (i801-1846) 
Mother  and  Son,  c.  1840 

Oil  on  canvas 

22  X  15%  ill.  (55.9  X  40.3  cm) 
Purcliase:  Nelson  Trnst,  33-4/2 

Technical  Notes 

The  fine,  tightlv  wov'en,  plain-weave  cam-as  has  been  lined,  prob- 
ably nsing  a  glne-based  adhesive.  The  tacking  margins  have  been 
removed,  but  stretcher  cracks  are  present  on  all  four  sides,  sug- 
gesting that  the  dimensions  have  probabh'  not  been  altered.  The 
opaque,  off-white  groimd  was  thinh'  applied.  Inman  i-endered 
the  portrait  with  thin,  fluid,  opaque  paint  and  transparent  glazes, 
applying  somewhat  thicker  paint  to  the  details.  He  cn'erpainted  a 
third  flower  at  the  left  edge.  Pentimenti  of  a  stem  and  multiple 
leaves  are  evident  in  this  I'egion  as  well.  The  painting  has  been 
extensively  retouched  during  at  least  two  restoration  campaigns. 
The  entire  foreground,  right  edge,  and  nearly  half  of  the  trees  are 
ovei'painted  with  broad  retouch,  presimiably  to  cover  paint  abra- 
sion. Both  figures  also  contain  retouch,  although  it  is  more  care- 
fully  applied.  The  extensive  retouch  makes  it  difficult  to  e\'aluate 
the  condition  of  the  original  paint  layer.  Prominent  mechanical 
cracks  wnth  moderate  cupping  have  developed  overall.  The  crack 
pattern  consists  of  diagonal  cracks  at  each  corner  that  gradually 
become  horizontal  toward  the  center  of  the  painting.  Garland 
cracks  on  the  right  and  left  edges  were  caused  by  the  tacks  at  the 
tackino;  maro;in.  The  natural  I'esin  varnish  is  discolored  and  unsatu- 
rated,  resulting  in  an  overall  tonality  shift  and  a  hazv  appearance 
in  dai'k  areas.  Discolored  residues  from  an  earlier  natural  resin 
varnish  mav  also  be  present. 

Provenance 

Possibly  Prosper  M.  Wetmore,  New  York,  by  1846;  Charles  Heniy 
Hart,  Phfladelphia;  Mrs.  Benjamin  Thaw,  New  York;  to  (American 


Art  Association,  New  York,  10  May  1916,  lot  159);  to  Thomas  E. 
Benjamin,  New  York,  1916;  to  Daniel  W.  Patterson,  New  York,  by 
1932;  to  (Newhouse  Galleries,  New  York  and  St.  Louis,  1932);  to 
NAMA,  1933. 

Exhibitions 

Possibly  American  Art-Union,  New  York,  Works  btj  the  Late  Henry 
Inman,  1846,  either  no.  104  or  105  (as  Cabinet  Groups);  American 
Art  Association,  New  York,  Nearly  Three  Hundred  Vabiahle  Paint- 
ings by  Ancient  and  Modern  Masters,  4-11  May  1916,  no.  159; 
Winfield  High  School,  Kans.,  19  Octobe]--i4  November  1936,  no 
cat.;  Wichita  Art  Museum,  Kans.,  ["Children  in  Art"],  Decem- 
ber 1937,  no  cat.;  Spooner  Museum  of  Art,  Universit\'  of  Kansas, 
Lawrence,  Summer  Loan  Exhibition,  mid-June-November  1955, 
no  cat.;  William  Rockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  Kansas  City,  Mo.,  NineteentJi  Century  Amer- 
ican Painting,  17  Februaiy-31  March  1974,  no  cat.;  Charles  H. 
MacNider  Museum,  Mason  City,  L)wa,  igth-Centunj  American 
Arts  and  Crafts:  Selections  frotn  the  Collections  of  the  Nelson 
Gallery- Atkins  Museum,  17  August-14  September  1975,  no  cat. 

References 

Possibly  Catalogue  of  Works  by  the  Late  Henry  Inman,  icitli 
a  Biographical  Sketch:  Exhibition  f)r  the  Benefit  of  His  Widow 
and  Family,  exh.  cat.  (New  York:  Van  Norden  &  King,  1846),  20 
(as  Cabinet  Groups);  "Hassam  Painting  Leads  in  Art  Sale,"  New 
York  Times,  11  May  1916,  9;  American  Art  Association,  Illustrated 
Catalogue  of  Nearly  Three  Hundred  Valuable  Paintings  by  Ancient 
and  Modern  Masters,  exh.  cat.  (New  York:  American  Art  Galler- 
ies, 1916),  unpaginated;  Florence  N.  Lew,  American  Aii  Annual 
(Washington,  D.C.:  American  Federation  of  Arts,  1916),  13:359; 
"The  Ac(|uisitions,"  Art  Digest  8  ( 1  December  1933),  21;  "The  Wil- 
liam Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of  Paint- 
ings and  Drawings,"  Art  News  32  (9  December  1933),  28;  NAMA 
1933,  137;  "Display  Famed  Paintings  Here,"  Wichita  (Kans.) 
Beaco)},  5  December  1937,  B7;  NAMA  1941, 166;  "Art  Sets  Fashion 
Key:  Paintings  to  Be  Displayed  in  Mindlin's  Sts'le  E\'ent,"  Kansas 
City  Star,  [1948],  cfipping,  Scrapbook,  NAMA  Archives;  "Mother's 
Role,"  12  May  1957,  clipping,  Scrapbook,  NAMA  Archi\'es;  NAMA 
1959,  256;  NAMA  1973,  252;  Richard  Leet,  "Artists  Formed  Early 
Personafities,"  Globe-Gazette  (Mason  City,  Iowa),  29  August  1975; 
NAMA  1991,  35-36. 
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George  Inness  (1825-1894) 

Bnish  Burning,  1884  -f 
(Tlie  Brush  Burners) 

Oil  on  can\  a,s 

2014  X  30 '/4  in.  (514  X  77.5  cm) 

Signed  and  dated  lower  left:  G.  Inness  1884 

Gift  of  Albert  R.  Jones.  42-47 

Technical  Notes 

The  original  plain-weave  can\'as,  which  has  numerous  slubs  and 
irregularities,  has  been  lined  with  a  glue-based  adhesive,  and  the 
tacking  margins  have  been  removed.  Over  the  opaque,  off-white 
ground,  Inness  appears  to  have  applied  a  transparent,  black  ini- 
primatu)-a  overall.  Above  this  dark  layer,  which  remains  \isible  in 
the  tree  trunks  and  parts  of  the  middle  ground,  he  applied  thin, 
opaque  layers  of  blue  paint  to  the  sky  using  a  stiff-bristled  brush. 
Inness  rendered  the  landscape  indirectlv  witli  thin  layers  of  fluid, 
medium-rich,  opaque  paint  and  transparent  glazes.  He  incised  a 
few  lines  into  the  wet  paint  in  the  foreground  and  in  the  branches 
of  the  tree  on  the  left.  Residues  of  a  discolored  natural  resin  var- 
nish are  evident  in  the  light  regions  of  the  sK'  and  at  the  edges.  A 
veiy  small  amount  of  retouch  is  located  on  the  edges.  The  impasto 
is  slightly  flattened  owing  to  the  lining  technique.  The  varnish  is 
most  likely  synthetic  and  has  a  semigloss  sheen. 

Provenance 

To  Thomas  B.  Clarke,  New  York,  by  March  1898;  to  (American  Art 
Association,  Februaiy  1899);  to  James  Quinlan,  Greenwich,  Conn., 
17  February  1S99;  to  John  Harsen  Rhoades,  New  York,  by  1903;  to 
John  Harsen  Rhoades  Jr.,  by  descent,  1906;  (John  Levy  Galleries, 
New  York,  by  June  1935);  (Milch  Galleries,  New  York,  by  Februaiy 
1936);  Albert  R.  and  Mabel  N.  Jones,  Kansas  City,  Mo.,  by  1942; 
to  NAMA,  1942. 

Related  Work 

Silvery  Autumn,  1886,  oil  on  canvas,  2o'/i  x  30  in.  (51.4  x  76.2  cm), 
private  collection. 


Exhibitions 

Union  League  Club,  New  York,  TJie  Paintin<i^s  of  Two  Americans, 
11  March-11  November  1898,  no.  16;  American  Art  Associa- 
tion, New  York,  Tlic  Private  Aii  ColJection  of  Thomas  B.  Clarke, 

I-  18  Februaiy  1899,  no.  33 1;  Lotus  Club,  New  York,  Exhibition  of 
American  Painti)\^^s  from  tJie  Collection  of  John  Harsen  Rhoades, 
Esq.,  31  Januan-Februan'  1903,  no.  21;  Lotus  Club,  New  York, 
Exhibition  of  American  Paiiitin^is  from  the  Collection  of  John 
Harsen  Rhoades,  Esq.,  23  December  i905-Januai"v  1906,  no.  33  (as 
Tlie  Biiishhurners);  Lotus  Club,  New  York,  Exhilntion  of  American 
Paintings  from  the  Collection  of  the  Late  John  Harsen  Rhoades, 
Esq.,  31  Januaiy-Februaiy  1914,  no.  27  (as  The  Brushburners); 
Buffalo  Fine  Arts  Academy,  Albright  Art  Galleiy,  N.Y.,  George 
Illness  Centennial  Exliihition,  1825-1,92,5,  13  October-30  Novem- 
ber 1925,  no.  55  (as  The  Brush  Burners);  M.H.  de  Young  Memo- 
rial Art  Museum  and  California  Palace  of  the  Legion  of  Honor,  San 
Francisco,  Exliihition  of  American  Painting,  7  June-7  Jul\'  1935, 
no.  139;  Milch  Galleries,  New  York,  Impoiiant  Exhibition  of  igth 
and  20th  Centurij  American  Painters,  3-29  Februaiy  1936,  no.  lO; 
William  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Cit)-,  Mo.,  George  hiness,  Exhibition  from 
the  Collection  and  in  Memory  of  Mr  and  Mrs.  Albert  R.  Jones, 

II-  31  December  1958,  no  cat.  (as  The  Brush  Burners);  Paine  Art 
Center,  Oshkosh,  Wise,  A  Retrospective  Exhibition  of  Paintings  by 
George  Inness,  2-28  October  1962,  no.  21  (as  The  Brush  Burners); 
Universit)/  Art  Museum,  University  of  Texas,  Austin,  Tlie  Paint- 
ings of  George  Inness  (1844-Q4),  12  December  196,5-30  Januaiy 
1966,  no.  94;  William  Rockliill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts,  Kansas  Citv,  Mo.,  Nineteenth  Cen- 
tury American  Painting,  17  Februaiy-31  March  1974,  no  cat. 

References 

The  Paintings  of  Two  Americans,  exh.  cat.  (New  York:  Union 
League  Club,  1898),  unpaginated;  "Clarke  Pictures  Bring 
$2,34,495,"  New  York  Herald,  18  Februaiy  1899,  12;  "The  T.  B. 
Clarke  Art  Sale,"  New  York  Times,  18  Februai-v  1899,  4;  Catalogue 
of  the  Private  A/t  Collection  of  Thomas  B.  Clarke,  New  York,  exh. 
cat.  (New  York:  American  Art  Gafleries,  1899),  71;  "Paintings  at 
the  Lotus,"  New  York  Times,  31  Januan'  1903,  2:  "Art,"  Januaiy 
1903,  chpping,  Inness  Papers,  Archives  of  American  Art,  Smith- 
sonian Institution;  Exhibition  of  American  Paintings  from  the  Col- 
lection of  John  Harsen  Rhoades,  Escp,  exh.  cat.  (New  York:  Lotus 
Club,  1903),  6;  Exhibition  of  American  Paintings  from  the  Col- 
lection of  John  Harsen  Rhoades,  Esq.,  exh.  cat.  (New  York:  Lotus 
Club,  1905),  4  (as  The  Brushburners);  "Inness,"  Masters  in  Art  9 
(June  1908),  41,  253;  "American  Pictures  at  the  Lotos  Club,"  New 
York  Times,  30  JanuaiT  1914,  8  (as  The  Brushburners);  Exhibi- 
tion of  American  Paintings  from  die  Collection  if  die  Late  John 
Harsen  Rhoades,  E.sq.,  exh.  cat.  (New  York:  Lotus  Club.  1914), 
5  (as  The  Brushburners);  George  Inness  Centennial  Exhibition, 
182,5-1925,  exh.  cat.  (Buffalo,  N.Y.:  Buffalo  Fine  Arts  Academy, 
Albright  Art  Gallen/,  1925),  12  (as  The  Brush  Burner.'^);  Exhibition 
of  American  Painting,  exh.  cat.  (San  Francisco:  Press  of  H.S. 


141 


Crocker,  1935),  unpaginated;  Edward  Alden  Jewell,  "Two  Shows 
Exliibit  Art  bv  Americans,"  New  York  Times,  4  Februaiy  1936,  19; 
h}i])()iiant  Exhibition  of  igfli  and  2otJi  Coitunj  Ai)iericaii  Painters, 
exh.  cat.  (New  York:  Milch  Galleries,  1936),  unpaginated;  "George 
Inness,  Exhibition  from  the  Collection  and  in  Memon'  of  Mr.  and 
Mrs.  Albert  R.  Jones,"  Bulletin  (William  Rockliill  Nelson  Galleiy  of 
Art  and  Maiw  Atkins  Museum  of  Fine  Arts)  1  (December  1958),  20 
(as  TJie  Brush  Burners);  NAMA  1959,  256  (as  The  Brush  Burners); 
A  Retrospective  Exhil)ition  ofPaii}ti)i<^s  hi/  George  Inness,  exh.  cat. 
(Oshkosh,  Wise:  Paine  Art  Center,  1962),  unpaginated  (as  The 
Brush  Burners);  LeRoy  Ireland,  Tlie  Works  of  George  Inness:  An 
lUustrated  Catalogue  Raisonne  (Austin:  Universitv  of  Texas  Press, 
1965),  276,  no.  1109;  Tlie  Paintiiifi^s  of  George  Inness  (1844-^)4), 
exh.  cat.  (Austin:  Universits' Art  Museum,  Universitv  of  Texas,  1965), 
33;  Lois  Marie  Fink,  "The  Role  of  France  in  American  Art,  1850- 
1870,"  Ph.D.  diss.,  Uni\-ersity  of  Chicago,  1970,  \i,  83,  558-59; 
Nicolai  Cikox'sla'  Jr.,  George  Inness  (New  York:  Praeger,  1971),  12, 
no.  70;  NAMA  1973,  252  (as  Brush  Burners);  H.  Barbara  Wein- 
berg, "Thomas  B.  Clarke:  Foremost  Patron  of  American  Art  from 
1872  to  1899,"  American  Aii  Journal  8  (May  1976),  77;  Nicolai 
Gikovsl<y  Jr.,  TJie  Life  and  Work  of  George  Inness  (New  York:  Gar- 
land Pubhshing,  1977),  ix,  285,  fig.  91  (as  Tlie  Brush  Burners); 
Cecilia  E.  CeCe  BuUard,  "Why  Not  Goochland?  George  Inness 
and  Goochland  Countv^,"  GoociiJand  Countij  (Va.)  Historical  Soci- 
ety Magazine  20  (July-August  1988),  30  (as  The  Brush  Burners); 
NAMA  1991,  96-97  (as  The  Brush  Burners);  Rachel  Ziady  DeLue, 
George  Inness  and  the  Scioice  of  Landscape  (Chicago:  University 
of  Chicago  Press,  2004),  178,  180  (as  The  Brush  Burners). 


George  Inness  (1825-1894) 

Looking^  Over  the  Hudson  at  Milton,  c.  1886-88  -f 
(Overlooking  the  Hudson  at  Milton) 

Oil  oil  cain'as 

■z-jV\f,  X  22  in.  (68.7  X  55.9  cm) 

Signed  and  dated  lower  right:  G.  Inness  /  1SS8. 

Purchase:  Nelson  Trust,  3;3-87 

Technical  Notes 

The  twill  canvas  has  been  lined  using  a  glue-based  adhesive,  and 
the  tacking  edges  have  been  removed.  A  cun^e  of  the  can\'as  at  the 
bottom  edge  suggests  that  this  edge  is  original,  but  it  is  difficult  to 
determine  whether  the  other  dimensions  ha\'e  been  altered.  Inness 
rendered  the  landscape  indirectlv  o\'er  the  off-white  ground,  using 
opa(|ue  paint  and  a  few  transparent,  brown  glazes  in  the  shadows 
of  the  trees.  The  consistency  of  the  paint  ranges  from  pastelike 
in  the  trees,  foreairound  foliage,  and  steamboat  to  thin  and  fluid. 
Inness  also  applied  di-v  brushstrokes,  emphasizing  the  textures  of 
the  underKdng  paint  and  canvas  weave.  An  incised  scribble  in  the 
paint  is  present  near  the  figure.  Infrared  reflectogi-aphy  re\'eals 
that  Inness  painted  over  the  figure  s  bell-shaped  hat,  changing  its 
shape,  and  reduced  the  width  of  the  smokestack.  The  color  and 
pigment  of  the  signature  and  date  do  not  match,  suggesting  they 
were  added  at  different  times.  A  smafl  amount  of  fine  mechanical 
cracking  has  de\  eloped  in  the  skw,  and  a  small  amount  of  retouch  is 
present  throughout.  Musemn  consen'ation  staff  treated  the  paint- 
ing in  1988,  at  which  time  a  discolored  natm-al  i-esin  varnish  \\'as 
remo\  ed,  paint  losses  were  filled  and  retouched,  and  a  synthetic 
varnish  with  a  moderatelv  high  sheen  was  added. 

Provenance 

To  estate  of  the  artist.  New  Jersey,  1894;  to  (Fifth  A^'enue  Art 
GaUeries,  New  York,  12-14  Februaiy  1895);  to  Artemisia  Stace 
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Lascell,  Charlotte,  N.Y.,  Februaiy  1895;  (George  Ainslie,  New 
York,  by  November  1913);  (M.  Knoedler  &  Co.,  New  York,  by 
Julv  1919);  (Findlay  Galleries,  New  York,  by  1933);  to  NAMA, 
1933- 

Related  Works 

Landscape^  c.  1883,  oil  17  x  13  in.  (43.2  x  33  cm),  location 
unkno\^^l,  illustrated  in  LeRoy  Ireland,  The  Works  of  George 
Inness:  An  Illustrated  Catalogue  Roisonne  (Austin:  University 
of  Texas  Press,  1965),  273,  no.  iioi;  etching,  c.  1880,  location 
unknown,  illustrated  in  S.G.W.  Benjamin,  Our  American  Anists 
(Boston:  D.  Lothrop  &  Co.,  1881),  36. 

Exhibitions 

American  Fine  Arts  Society,  New  York,  Exhibition  of  the  Paint- 
ings Left,  hij  the  Late  G.  Inness,  27  December  1894-1  Februaiy 
1895,  no.  229;  Fifth  Avenue  Art  Galleries,  New  York,  Paintings 
hij  the  Late  George  Inness,  iV.A.,  2-14  Februaiy  1895,  no.  226; 
Detroit  Museum  of  Art,  Retrospective  and  Comparative  Exhi- 
bition of  Paintings  bij  the  Late  George  hviess,  N.A.  and  a  Few 
Examples  of  tlie  Late  A.H.  Wijant  from  the  George  H.  A[i]nslic 
Collection,  1-30  November  1913,  no.  22  (as  Looking  Over  the 
Hudson,  Milton);  Memorial  Art  Galleiy,  Rochester,  N.Y.,  Exhibi- 
tion of  Paintings  hij  George  Inness,  N.A.,  Alexander  H.  Wijant, 
N.A.,  Aston  Knight,  6-26  Januaiy  1914,  no.  17  (as  Looking  Over 
the  Hudson,  Milton);  Git)'  Art  Museum  of  St.  Louis,  An  Exhibi- 
tion of  Paintings  by  George  Inness,  N.A.,  and  Alexander  H.  Wijant, 
N.A.,  February  1914,  no.  18  (as  Looking  Over  the  Hudson,  Mil- 
ton); Museum  of  Histoiy,  Science  and  Art,  Los  Angeles,  Paintings 
bij  the  Late  George  Inness,  N.A.  from  the  Geo.  H.  Ainslie  Col- 
lection, 13-31  March  1915,  no.  12  (as  Looking  Over  the  Hudson, 
Milton);  M.  Knoedler  Galleiy,  New  York,  ["Exhibition  of  American 
Paintings"],  July-August  1919,  no  cat.;  William  Rockhill  Nelson 
Gallei-v  of  Art  and  Maw  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Mo.,  Special  Exhibition  of  American  Landscape  Paintings, 
June  1939,  no  cat.;  Paine  Art  Center,  Oshkosh,  Wise,  A  Retro- 
spective Exhibition  of  Paintings  hij  George  Inness,  2-28  October 
1962,  no.  22  (as  Overlooking  the  Hudson  at  Milton);  Minneapolis 
Institute  of  Arts,  Four  Centuries  of  American  Art,  27  November 
1963-19  Januaiy  1964,  unnumbered  (as  Overlooking  the  Hudson 
at  Milton);  Lowe  Art  Museum,  University  of  Miami,  Coral  Gables, 
Fla.,  igth  Century  America)}  Topographic  Painters,  21  Novem- 
ber 1974-5  ]tmuar\'-  1975,  no.  71  (as  Overlooking  the  Hudson  at 
Milton);  Charles  H.  MacNider  Museum,  Mason  City,  Iowa,  igth- 
Century  American  Aris  and  Crafts,  17  August-14  September 
1975,  no  cat.  (as  Overlooking  the  Hudson  at  Milton);  Oakland  Art 
Museum,  Calif.,  George  Inness  Landscapes:  His  Signature  Years, 
1884-18Q4,  28  November  1978-15  April  1979  (traveled),  unnum- 
bered (as  Overlooking  the  Hudson  at  Milton);  National  Galleiy  of 
Art,  Washington,  D.C.,  Post-Impressionism:  Cross-Currents  in 
European  and  American  Painting,  i88o-igo6,  25  May-i  Septem- 
ber 1980,  no.  250  (as  Overlooking  the  Hudson  at  Milton  );  Edith  C. 
Blum  Art  Institute,  Bard  College,  Annandale-on-Hudson,  N.Y., 


Charmed  Places:  Hudson  River  Artists  and  Their  Houses,  Studios, 
and  Vistas,  17  April  1988-11  June  1989  (traveled),  no.  60  (as  Over- 
looking the  Hudson  at  Milton). 

References 

American  Fine  Arts  Societv,  Exhibition  of  Hie  Paintings  Left  by 
the  Late  G.  Inness,  exh.  cat.  (New  York:  Republic  Press,  1894), 
48;  "End  of  the  Inness  Sale,"  New  York  Times,  15  Februaiy  1895, 
4  (as  Looking  Over  the  Hudson);  "The  George  Inness  Sale,"  Col- 
lector 6  (15  Februaiy  1895),  131;  "Sale  of  Inness'  Works  Ended," 
New  York  Herald,  15  February  1895,  9;  Fifth  Avenue  Art  Galleries, 
New  York,  12-14  Februaiy  1895,  lot  226;  Alfred  Trumble,  George 
Inness,  N.A.:  A  Memorial  of  the  Student,  the  Artist  and  the  Man 
(New  York:  Collector,  1895),  50;  Retrospective  and  Comparative 
Exhibition  ofPaiiUings  by  the  Late  George  Inness,  N.A.  and  a  Few 
Examples  of  tlie  Late  A.H.  Wyant  from  the  George  H.  A[i]nslie 
Collection,  exh.  cat.  (Detroit:  Detroit  Museum  of  Art,  1913),  15 
(as  Looking  Over  the  Hudson,  Milton);  Exhibition  of  Paintings  by 
George  Inness,  N.A.,  Alexander  H.  Wyant,  N.A.,  Aston  Knight,  exli. 
cat.  (Rochester,  N.Y.:  Memorial  Art  Galleiy,  1914),  5  (as  Looking 
Over  the  Hudson,  Milton);  An  Exhibition  of  Paintings  by  George 
Inness,  N.A.,  and  Alexander  H.  Wyant,  N.A.,  exh.  cat.  (St.  Louis: 
Git}'  Art  Museum  of  St.  Louis,  1914),  11  (as  Looking  Over  the 
Hudson,  Milton);  Paintings  by  the  Late  George  Inness,  N.A.  from 
the  Geo.  H.  Ainslie  Collection,  exh.  cat.  (Los  Angeles:  Museum  of 
Histoiy,  Science  and  Art,  1915),  unpaginated  (as  Looking  Over 
tlie  Hudson,  Milton);  "Sunuuer  Exhibition  of  American  Paint- 
ings," New  York  Times,  20  July  1919,  71;  "The  Acquisitions,"  Art 
Digest  8  (1  December  1933),  21  (as  Overlooking  die  Hudson  at 
Milton);  "The  William  Rockhill  Nelson  Galleiy  of  Art:  Complete 
Catalogue  of  Paintings  and  Drawings,"  Art  Neics  32  (9  December 
1933),  28  (as  Overlooking  die  Hudson  at  Milton);  NAMA  1933, 
126,  137  (as  Overlooking  the  Hiuhon  at  Milton);  "Art,"  Kansas 
City  Star,  30  August  1936,  loA  (as  View  of  the  Hudson  at  Milton); 
News  Flashes  (William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts)  2  (1  September  1936),  2  (as  View 
of  the  Hudson  at  Milton);  H[eniy]  C.  H[askell],  "Art  and  Artists," 
Kansas  City  Star,  9  June  1939,  17  (as  Steamboat  on  the  Hudson); 
Winifred  Shields,  "Traditional  New  England  Scenes  Attract  Artists 
Year  after  Year,"  Kansas  City  Star,  15  August  1952,  20  (as  Over- 
looking the  Hudson  at  Milton);  NAMA  1959,  256  (as  Overlooking 
the  Hudson  at  Milton);  James  Thomas  Flexner,  That  Wilder  Image 
(Boston:  Little,  Brown  and  Company,  1962),  323  (as  Overlooking 
the  Hudson  at  Milton);  A  Retrospective  Exhibition  of  Paintings  by 
George  Inness,  exh.  cat.  (Oshkosh,  Wise:  Paine  Art  Center,  1962), 
unpaginated  (as  Overlooking  the  Hudson  at  Milton);  Four  Centu- 
ries of  American  Art,  exh.  cat.  (Minneapolis:  Minneapolis  Institute 
of  Arts,  1963),  unpaginated  (as  Overlooking  the  Hudson  at  Mil- 
ton); LeRoy  Ireland,  The  Works  of  George  Inness:  An  Illustrated 
Catalogue  Raisonne  (Austin:  University  of  Texas  Press,  1965),  320, 
no.  1274  (as  Looking  Over  the  Hudson,  at  Milton);  Alfred  Werner, 
Inness  Landscapes  (New  York:  Watson -Guptill  Publications,  1973), 
76-77  (as  Overlooking  the  Hudson  at  Milton);  NAMA  1973,  252 
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(as  Overlooking^  flic  Hudson  at  Milton)-  igth  Centiinj  American 
Topo<i^rapliic  Painters,  exh.  cat.  (Coral  Gables,  Fla.:  Lowe  Art 
Museum,  1974),  7,  15,  63  (as  Overlooking  I  he  Hudson  at  Milton); 
Nicolai  Cikovsky  Jr.,  The  Life  and  Work  ofGeor^e  Inness  (New  York- 
Garland  Publishing,  1977),  ix,  fig.  93  (as  Overlooking  the  Hudson  at 
Milton);  Marjorie  Dakin  Arkelian,  Gcor<^e  Inness  Landscapes:  His 
Si'^nature  Years,  1884-18Q4,  exh.  cat.  (Oakland,  Calif.:  Oakland 
Art  Museum,  1978),  57  (as  Overlooking  the  Hudson  at  Milton); 
Posi-hnpressionisni:  Cross-Currents  in  European  and  American 
Painting,  18S0-1906,  exh.  cat.  (Wa,shington,  D.C.:  National  Galleiy 
of  Art,  1980),  223  (as  Ovcrlookim^  the  Hudson  at  Milton);  Ross  E. 
Taggart,  "American  Paintings  in  the  Nelson-Atkins  Museum  of  Art, 
Kansas  City;  Missouri,"  Antiques  122  (November  1982),  1039  (as 
Overlooking^  the  Hudson  at  Milton);  Bonnie  Langston,  "Hudson 
River  School  in  Session  at  Bard,"  Ki)i<^ston  (N.Y.)  Daily  Freeman, 
29  May  1988,  36  (as  Overlooking^  the  Pludsou  at  Milton);  Harold 
Faber,  "The  Legacy  of  the  Hudson  Ri\'er  School,"  New  York  Times, 
10  June  1988,  Ci;  "Utopian  Landscapes,  the  Hudson  River  Val- 
ley and  Its  Artists,"  Countrij  Inns,  Bed  and  Breakfast  2  (June-July 
1988),  32-33  (as  Overlooking^  the  Hudson  at  Miko)i);  Charmed 
Places:  Hudson  River  Artists  and  Their  Houses,  Studios,  and  Vis- 
tas, exh.  cat.  (New  York:  Edith  C.  Blum  Art  Institute,  Bard  Col- 
lege, and  Vassar  College  Art  Galleiy,  in  association  witli  Ilariy  N. 
Abrams,  1988),  75,  127  (as  Overlooking  the  Hudson  at  Milton); 
NAMA  1988,  115,  122-23  ('^-"^  Overlooking  the  Pludson  at  Mil- 
ton); NAMA  1991,  97-98  (as  Overlooking  the  Pludson  at  Milton); 
NAMA  1993a,  238  (as  Overlooking  the  Hudson  at  Mihon);  May 
Brawley  liill,  Furnishin^^  the  Old  Fashioned  Garden:  Three  Cen- 
turies of  American  Sumnierliouses,  Dovecotes,  Pergolas,  Privies, 
Fences  and  Birdhouses  (New  York:  Hany  N.  Abrams,  1998),  87  (as 
Overlookin<i  the  Hudson  at  Milton). 


George  Inness  (1825-1894) 

Old  Farm — Montclair,  1893  -f 

(The  Old  Farm,  Early  Moon;  Old  Farm^Moonrise) 

Oil  on  pl\A\'()<)cl 

30  X  49%  in.  (76.2  X  124.5  '^'"i) 

Signed  and  dated  lower  riglit:  C;.  Innes.s  1S93 

Purcliase:  Nelson  Trn.st,  39-21 

Technical  Notes 

The  slightly  convex  plywood  panel  has  been  primed  vxdtli  an 
opaque,  off-white  ground.  A  medium  brown  wash  is  \isible 
beneath  the  paint  of  the  upper  left  (quadrant,  and  a  green  wash  is 
present  beneath  the  paint  of  the  foreground.  A  fine  paint  stroke, 
visible  with  infrared  reflectography,  suggests  that  Inness  mai'ked 
the  roofline  of  the  largest  building  before  rendering  the  landscape 
with  diy,  stippled  brushwork  and  interlayered  opaque  paint  and 
transparent  glazes.  The  composition  is  diinly  painted  (n'erall,  but 
diicker  paint  is  visible  in  the  moon  and  buildings.  Brushwork  is 
pronounced,  and  brush  hairs  are  embedded  in  the  paint.  Fine,  ver- 
tical, mechanical  cracks  ha\  e  formed  cn'erall,  and  a  small  amount  of 
fine  paint  wrinkling  is  evident  in  the  central  region.  Under  magni- 
fication, die  t^vo-inch-long  black  horizontal  near  the  birdhouse  in 
the  upper  right  is  visible  within  the  numerous  mechanical  cracks, 
indicating  that  it  is  an  accretion.  During  an  early  restoration, 
before  the  Musemn  acquired  die  painting,  die  panel  was  diinned 
and  attached  to  an  additional  panel  support.  Duiiiig  a  1978  res- 
toration. Museum  consen  ation  staff  removed  a  cradle,  repaired 
splits  in  the  plvwood,  removed  surface  grime,  and  added  a  layer  ol 
synthetic  varnish.  During  a  second  treatment  in  1984,  discolored 
natural  resin  and  syntlietic  varnish  were  removed,  a  few  small  paint 
losses  were  filled,  and  another  synthetic  varnish  added. 

Provenance 

To  estate  of  the  artist.  New  Jersey,  1894;  to  (Fifth  Avenue  Art  Gal- 
leries, New  York,  Februaiy  1895);  to  William  T.  E\'ans,  Montclair, 
N.f.,  Februaiy  1895;  to  private  collection,  by  gift,  1895;  (Cxeorge 
Ainslie,  New  York,  by  1920-at  least  March  1929);  (Milch  Galler- 
ies, New  York,  after  1931);  Albert  R.  Jones,  Kansas  City,  Mo.;  to 
NAMA,  1939. 
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Exhibitions 

American  Fine  Arts  Society,  New  York,  Exhihifiot\  of  the  Paintings 
Left  by  the  Late  G.  Lmess,  27  December  1894-1  Februaiy  1895, 
no.  41  (as  Tlie  Old  Fann):  Fifth  Avenue  Art  Galleries,  New  York, 
Paintings  by  the  Late  George  Inness,  N.A.,  2-14  Februaiy  1895, 
no.  209  (as  The  Old  Farm):  Ainslie  Galleries,  New  York,  ["Inness, 
Vlartin,  Wyant,  Homer,  Murphy"],  Ma\-  1920,  no  cat.;  Atlanta  Art 
Association,  Landseape  into  Art,  6-25  Februaiy  1962,  no.  40  (as 
Old  Fan)} — Montelair);  Montclair  Art  Museum,  N.J.,  George  Inness 
ofMontelair,  12  Januarv-16  Februaiy  1964,  no.  52  (as  Old  Farm  at 
Montclair);  Uni\'ersitv  of  New  Mexico  Art  Galleiy,  Albuquerque, 
Inipressionisni  i)i  A)nerica,  9  Februaiy-5  May  1965  (traveled), 
no.  29  (as  The  Old  Farm — Montclair);  Tucson  Art  Center,  Ariz., 
George  Inness,  i82^-i8q4:  Paintings  by  an  American  Landscapist, 
29  November  1965-2  Januan'  1966,  unnumbered  (as  Old  Farm, 
Montclair);  Oakland  Museum,  Calif.,  George  Inness  Landscapes: 
His  Signature  Years,  1884-18Q4,  28  November  1978-15  April  1979 
(traveled),  unnumbered  (as  Tlie  Old  Farm,  Montclair);  San  Jose 
Museum  of  Art,  Cahf.,  TJie  United  States  and  the  Lnpressionist 
Era,  17  November  1979-9  Januan"  1980,  unnumbered  (as  The  Old 
Farm — Montclair);  Los  Angeles  County  Museum  of  Art,  George 
Inness,  1  April  1985-7  September  1986  (traveled),  no.  60  (as  The 
Old  Farm,  Montclair). 
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the  Late  G.  Inness,  exh.  cat.  (New  York:  Republic  Press,  1894), 
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15  Februan-  1895,  4  (as  Old  Farm);  "Tlie  George  Inness  Sale," 
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The  Old  Farm);  Fifth  Avenue  Art  Galleries,  New  York,  12-14  Feb- 
ruaiy 1895,  lot  209  (as  The  Old  Farm);  "At  Ainshe  Gallen',"  A;/it'n- 
can  Art  News  18  (29  May  1920),  1  (as  The  Old  Fann — Moonrise); 
Ameen  Rihani,  "Landscape  Painting  in  America:  Part  I,"  Interna- 
tional Studio  70  (May  1920),  61,  64  (as  Old  Farm  at  Montclair); 
"Ainslie,  Old  Masters  and  American  Paintings,"  advertisement, 
Internatio)ial  Studio  92  (March  1929),  97  (as  The  Old  Farm); 
"Mastei-picce  for  March  at  Galleiy"  Kajisas  City  Journal,  3  March 
1940,  7;  "Mastei"piece  of  the  Month,"  Galleri/  News  (William 
Rockhill  Nelson  Galleiy  of  Art  and  Man-  Atkins  Museum  of  Fine 
Arts)  6  (March  1940),  3-4;  Carol  Rothschild,  "Recent  Museum 
Acquisitions,"  Parnassus  12  (May  1940),  49;  NAMA  1941,  149, 
156,  166  (as  The  Old  Farm,  Montclaire  and  The  Old  Farm,  Mont- 
clair); NAMA  1949,  202  (as  The  Old  Farm,  Montclair);  NAMA 
1959,  256  (as  The  Old  Farm — Monclair);  Landscape  into  Art,  exh. 
cat.  (Atlanta:  Atlanta  Art  Association,  1962),  unpaginated  (as  Old 
Farm — Montclair);  George  Inness  of  Montclair,  exh.  cat.  (Mont- 
clair, N.J.:  Montclair  Art  Museum,  1964),  unpaginated  (as  Old 
Farm  at  Montclair);  hnpressionism  in  America,  exh.  cat.  (Albu- 
querque: Art  Galleiy  University  of  New  Mexico,  1965),  36-37  (as 
The  Old  Farm — Montclair);  George  Inness,  1825-1894;  Paintings 


bij  an  American  Landscapist,  exh.  cat.  (Tucson,  Ariz.:  Tucson  Art 
Center,  1965),  unpaginated  (as  Old  Fann,  Montclair);  LeRoy 
Ireland,  The  Works  of  George  Inness:  An  Illustrated  Catalogue 
Raisonne  (Austin:  University  of  Texas  Press,  1965),  379,  no.  1457 
(as  The  Old  Fann);  William  H.  Treuttner,  "William  T.  Evans, 
Collector  of  American  Paintings,"  American  Art  Journal  3  (Fall 
1971),  75;  Nicolai  Cikovsky  Jr.,  George  Inness  (New  York:  Praeger, 
1971),  12,  no.  90  (as  Old  Farm,  Montclcdr);  NAMA  1973,  252  (as 
The  Old  Fann — Montclair);  Nicolai  Cikovsky  Jr.,  The  Life  and 
Work  of  George  Inness  (New  York:  Garland  Publishing,  1977),  xi, 
332  (incorrectK'  numbered  as  fig.  112),  366,  fig.  122  (as  Old  Farm, 
Montclair);  Marjorie  Dakin  Arkelian,  George  Inness  Landscapes: 
His  Signature  Years,  i884-i8g4,  exh.  cat.  (Oakland,  Calif.:  Oakland 
Art  Museum,  1978),  61  (as  Tlie  Old  Farm,  Montclair);  Dan  Gheno, 
"Inness  Art,"  Neivs  and  Review'  (Santa  Rarbara,  Calif.),  15  Febru- 
aiy 1979,  16  (as  The  Old  Fann — Montclair);  The  United  States  and 
the  Impressionist  Era,  exh.  cat.  (San  Jose,  Calif.:  San  Jose  Museum 
of  Art,  1980),  unpaginated  (as  The  Old  Farm — Montclair); 
Nicolai  Cikovslo,' Jr.  and  Michael  Quick,  eds.,  George  Inness,  exh. 
cat.  (Los  Angeles:  Los  Angeles  Countv  Museum  of  Art,  1985), 
196-97  (as  TJ}e  Old  Farm,  Montclair);  NAMA  1991,  98  (as  Old 
Farm — Montclair);  Nicolai  Ciko\'sk\'  Jr.,  George  Inness  (New 
York:  Hariy  N.  Abrams,  1993),  115  (as  Old  Farm,  Montclair);  "Art 
Notes,"  Kansas  City  Star,  4  July  1999,  }8;  The  American  Art  Rook 
(London:  Phaidon,  1999),  221  (as  Old  Fann — Montclair);  A  Con- 
necticut Place:  Weir  Farm,  an  American  Painter's  Rural  Retreat, 
exh.  cat.  (Wilton,  Conn.:  Weir  Farm  Trust,  2000),  54-55;  Rachel 
Ziady  DeLue,  George  Inness  and  the  Science  of  Landscape  (Chi- 
cago; University  of  Chicago  Press,  2004),  183-84,  215  (as  Old 
Farm,  Montclair). 
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Alexander  James  (1890-1946) 

Sandy,  1942 

{Foi-trait  Head  of  A.  R.J.y 

Oil  on  Masonite 

2i'yiB  X  i8'/i6  in.  (55.4  X  45.9  cm) 

Signed  and  dated  lower  left:  Alexander  James  /  1942 

Gift  of  Mr.  and  Mrs.  Fred  Cameron  Vincent  in  memoiy  of 

Mr  and  Mrs.  Invin  Kirkwood,  44-46 

Technical  Notes 

James  applied  an  opaque,  off-white,  stippled  ground  to  the 
Masonite  panel.  He  added  a  hght  gray-brown  imprimatin-a  before 
sanding  the  surface  slightly  in  some  areas.  The  aitist  appears  to 
have  outlined  the  jacket  and  possibly  the  head  of  the  figure  with 
dark  brown  paint  before  rendering  the  portrait  with  loose  brush- 
work  and  opacjue  paint.  The  white  and  brouai  tones  of  the  gromid 
and  imprimatiu'a  remain  evident  in  the  face,  as  does  the  stippled 
texture  of  the  ground.  James  appears  to  have  reduced  the  height 
of  the  proper  right  collar,  and  the  red  paint  remains  visible  under- 
neath the  backgi'ound  paint.  One  small  loss  of  paint  has  occurred  at 
the  center  left  edge.  The  painting  appears  to  l)e  unvarnished,  and 
no  retouch  is  evident  under  ultraviolet  radiation. 

Provenance 

(Frank  K.  M.  Rehn  Galleries,  New  York);  to  Mr.  and  Mrs.  Fred 
Cameron  Vincent;  to  NAMA,  1944. 

Exhibition 

Currier  Galleiy  of  Art,  Manchester,  N.H.,  Memorial  Exhibition: 
Alexander  James,  18QO-1Q46,  15  July  1947-4  Januaiy  1948  (trav- 
eled), no.  64. 


References 

"Modern  Painters  Are  Aided  bv  the  Friends  of  Art,"  Ka)isas  Citi/ 
Star,  13  April  1947,  9D;  Memorial  Exhibition:  Alexander  James, 
18QO-1Q46,  exh.  cat.  (Manchester,  N.H.:  Currier  Galleiy  of  Art, 
1947),  19,  pi.  64;  Winifred  Shields,  "A  Special  Collection  of  Works 
Is  Growdng  at  Nelson  Galleiy,"  Kansas  Citij  Star,  19  May  1950,  28; 
nama  1959,  256;  nama  1973,  252. 

Note 

1.  The  alternative  title,  Poi-frait  Head  of  A.  RJ.,  comes  from  an  encapsnlated 
paper  label  on  the  reverse  of  the  panel. 


Content  Aline  Johnson  (I871-I949) 
Head  of  Old  Woman,  c.  1906-14 

Oil  on  can\as 

24'/ifi  X  i8'/s  in.  (61.1  X  46  cm) 

Signed  lower  right:  Content  Johnson — 

Bequest  of  Content  AHne  Johnson  in  memoiy  of  her  motlier, 

Augusta  Adelaide  Johnson,  50-72/2 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  is  probablv  attached  to  its 
original  stretcher  but  has  been  lined  using  a  glue-based  adhesive. 
Although  the  tacking  margins  have  been  removed,  remnants  of 
the  original  can\'as  folds  are  present  on  the  bottom,  right,  and  left 
edges,  suggesting  that  the  dimensions  are  original.  The  opacjue,  off- 
white  ground  was  thinlv  apj^lied.  Johnson  undeipainted  the  dark 
background  with  opacjue,  black  paint.  She  rendered  the  portrait 
with  opacjue  paint  and  transparent  glazes,  applied  looselv;  wet  into 
wet.  Johnson  reduced  the  proper  right  side  of  the  face.  Mechanical 
cracks  and  some  traction  cracks  have  developed  overall.  Areas  of 
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cupping,  tenting  paint  are  evident  throughout,  particularly  in  the 
red  cloak,  and  a  small  horizontal  tear  in  the  canvas  is  located  near 
the  upper  right  edge.  These  problems  appear  to  be  stabiUzed  by 
the  lining.  There  is  a  pinpoint-size  hole  in  the  paint  and  canvas 
near  the  bottom  right  edge.  Areas  of  matte,  discoloi-ed  retouch  are 
present  on  the  edges,  forehead,  and  cloak.  Paint  wrinkling  is  also 
present  throughout.  The  discolored  varnish  is  probably  a  natm-al 
resin  and  has  a  glossy  sheen. 

Provenance 
To  NAMA,  1950. 

Exhibitions 

Maison  Ad.  Braun  et  Cie,  New  York,  Exhibition  of  Faintin'^s  hij 
Content  Johnson^  2-21  March  1914.  no  cat.;  Hotel  Majestic,  New 
York.  Exhihitio)!  of  Paintings  by  Content  JoJvison,  Februaiy  1919, 
no  cat.;  National  Academy  of  Design,  New  York,  ggth  Annual 
Exhibition,  6  April-9  May  1920,  no.  319;  Pcnn.sylvania  Academy  of 
the  Fine  Arts,  Philadelphia,  iiStli  Annual  Exhibition,  4  Februaiy- 
25  March  1923,  no.  205  (as  Codent  Johnson);  National  Academy 
of  Desisn,  New  York,  102nd  Annual  Exhibition,  23  March- 
17  April  1927,  no.  251. 

References 

"Art  Notes,"  Neic  York  Times,  8  March  1914,  sec.  2,  15;  "Content 
Johnson  at  Majestic  Salon,"  American  Art  ^ews  17  (15  Februaiy 

1919)  ,  6;  Catalogue,  National  Academy  of  Design,  QSth  Annual 
Exhibition,  exh.  cat.  (New  York:  National  Academy  of  Design, 

1920)  ,  27;  Pennsylvania  Academy  of  the  Fine  Arts,  Catalogue 
of  the  One-Hundred-and-Eighteenth  Annual  Exhibition  of  tlie 
Pennsylvania  Academy  of  the  Fine  Arts,  exh.  cat.  (Philadelphia: 
PennsyK'ania  Academy  of  the  Fine  Arts,  1923),  38  (as  Coulent 
Johnson);  Catalogue,  National  Acadenuj  of  Design,  One  Hundred 
and  Second  Annual  Exhibition,  exlr.  cat.  (New  York:  National 
Academy  of  Design,  1927),  20. 


Eastman  Johnson  (is24-1906) 

Thy  Word  Is  a  Lamp  unto  My  Feet  and  a  Light  unto 
My  Path,  c.  1878-81  -f 
{Reading  the  Bible) 

Oil  oil  canvas 

22 '/i  X  2(7¥\  in.  (56.5  X  67,9  cm) 
Signed  lower  riglit:  E.  Jolmson. 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F79-12 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  using  a  wax- 
based  adhesive.  The  bottom,  right,  and  top  tacking  edges  are  origi- 
nal. A  vertical  crack  and  filled  tack  holes  along  the  left  edge  indicate 
that  this  side  of  the  painting  was  shortened,  then  widened  again.  It 
is  impossible  to  deternrine  whether  the  current  width  is  original. 
Johnson  applied  an  opaque,  medium  pink  imprimatura  layer  over 
the  opaque,  off-white  ground.  Infrared  reflectography  reveals  fine 
brushstrokes  that  outline  the  figures  and  interior.  Johnson  rendered 
the  interior  scene  indirectly,  with  thin,  somewhat  diy,  pastelike, 
opaque  paint  and  transparent  glazes.  Using  a  fine  brush,  he  painted 
details  and  added  outlines.  Johnson  extended  the  man  s  proper  right 
pant  leg  slightly,  and  its  original  location  remains  e\ddent  under  vis- 
ible light.  Infrared  reflectography  reveals  that  he  also  lengthened 
the  woman's  apron,  repositioned  three  floor  planks  at  the  bottom 
left,  shifted  the  bottom  of  the  basket  at  top  left,  and  removed  a 
dark,  rectangular  object  fi-om  the  bottom  left  side  of  the  doonvay 
Mildlv  cupping,  primarily  vertical  mechanical  cracks  have  devel- 
oped o\'ei-all,  and  localized  traction  cracks  are  present  in  the  man's 
head  and  woman's  shirt.  A  spiral  impact  crack  has  formed  near  the 
uppei-  right  corner.  Small  areas  of  retouch  are  scattered  tln-oughout. 
The  varnish,  which  is  probably  synthetic,  is  slightly  unsaturated. 

Provenance 

To  (Artists'  Fund  Society,  New  York,  29  Jannaiy-8  Februaiy  1881, 
lot  60);  to  Luther  G.  Tillotson,  New  York,  Februaiy  1881;  to  Emma 
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A.  Tillotson,  New  York,  by  bequest,  1885;  to  estate  of  Emma  A. 
Tillotson,  New  York,  1908;  to  (Fifth  Avenue  Art  Galleries,  New 
York,  21-22  Januaiy  1909,  lot  122);  private  collection,  Bernards- 
\ille,  N.J.,  until  1962;  to  (Newhouse  Galleries,  New  York,  1962);  to 
(Hirschl  &  Acller  Galleries,  with  Newhouse  Galleries,  New  York, 
March  1962);  to  Pauline  Stanbuiy  (Mrs.  Norman  B.)  Woolworth, 
New  York  and  Winthrop,  Me.,  June  1962;  to  (Coe  Kerr  Gallery, 
New  York,  1979);  to  NAMA,  1979. 

Related  Work 

Study  for  Reading  the  Bible,  late  1870s,  oil  on  paper,  18  x  11%  in. 
(45.7  X  29.8  cm),  private  collection. 

Exhibitions 

Artists'  Fund  Society,  New  York,  ["Twenty-first  Annual  Artists' 
Fund  Society  Exliibition"],  29  Januaiy-S  Februaiy  1881,  no.  60; 
Coe  Kerr  Gallery,  New  York,  The  American  Collection  of  Mrs.  Nor- 
nian  B.  Woolworth,  10-28  November  1970,  no.  66;  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.,  Genre,  5  April- 15  May  1983, 
no.  42  (as  Reaclingthe  Bible — Nantucket);  Hudson  River  Museum, 
Yonkers,  N.Y,  Domestic  Bliss:  Family  Life  in  American  Fainting, 
1840-iQio,  18  May-14  July  1986,  no.  4  (as  Reading  the  Bible); 
Brooklyn  Museum  of  Art,  N.Y,  Eastman  Johnson:  Fainting  Amer- 
ica, 29  October  1999-10  September  2000  (traveled),  no.  99. 

References 

"Fine  Arts:  Twenty-first  Annual  Exhibition  of  the  Artists'  Fund 
Society — Private  View,"  New  York  Herald,  30  Januaiy  1881,  14; 
"The  Artists'  Fund  Exhibition,"  Neic  York  World,  30  Januaiy  1881, 
4;  "The  Artists'  Fund  Exhibition,"  Neic  York  Evening  Fost,  31  Jan- 
uaiy 1881,  4;  "Artists'  Fund  Pictures:  A  Very  Creditable  List  of 
Pictures  from  Well- Known  Painters,"  New  York  Times,  2  Februaiy 
1881,  5;  "Artists'  Fund  Exhibition,"  A rf  Interchange  6  (3  Februaiy 
1881),  25;  "Fine  Arts,"  Brooklyn  Daily  Eagle,  3  February  1881, 
1;  "The  Artist  Fund  Exhibition,"  Studio  and  Musical  Revieic  1 
(5  Februaiy  1881),  22;  "Fine  Arts,"  Neto  York  Herald,  9  Febru- 
aiy 1881,  6  (as  Thy  Word  Is  a  Lamp  unto  My  Feet);  "The  Artists' 
Fund  Pictures:  Last  Night  of  the  Sale,  wth  a  Total  Revenue  of 
$17,206,"  Neic  York  Times,  9  Februaiy  1881,  5;  "The  Artist  Fund 
Society  of  New  York,"  Brooklyn  Daily  Eagle,  10  Februaiy  1881,  3 
(as  Thy  Word  Is  a  Lamp  lurto  My  Feet);  "The  Artists"  Fund  Sale," 
New  York  Evening  Fost,  10  Februaiy  1881,  4  (as  Thy  Word  Is  a 
Lamp  unto  Mij  Feet);  "The  Artists'  Fund,"  New  York  Tribune, 
10  Februaiy  1881,  8;  M.  G.  Van  Rensselaer,  "Pictures  in  New  York. 
The  Artists'  Fund  Society,"  American  Architect  and  Building  News 
9  (26  February  1881),  loo;  "The  Artists'  Fund  Society,"  Art  Jour- 
nal 7  (February  1881),  63;  "Exhibitions  and  Sales,"  American  Art 
Review  2  (1881),  215  (as  Thy  Word  Is  a  Lamp  unto  My  Feet);  Cata- 
logue of  the  Twenty-first  An)uial  Sale  of  Fai)itings,  exh.  cat.  (New 
York:  Artists'  Fund  Society,  1881),  15  (as  Thy  Word  Is  Lamp  unto 
My  Feet  (nid  a  Light  unto  My  Path);  Fifth  Avenue  Art  Galleries, 
New  York,  21-22  Januaiy  1909,  lot  122;  The  American  Collection  of 
Mrs.  Norman  B.  Woolworth,  e.xh.  cat.  (New  York:  Coe  Kerr  Galleiy, 


1970),  40;  "Gallery's  Latest  Ac(|uisition  to  Be  Unveiled  Today  at 
the  Forum,"  Kansas  City  Times,  19  April  1979,  8C  (as  Reading 
the  Bible);  Ralph  T.  Coe,  "Valuable  Gifts,"  letter  to  the  editor, 
Kansas  City  Star,  7  May  1980,  18A;  Ross  E.  Taggart,  "American 
Painting  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mis- 
souri," A)\ticjues  122  (November  1982),  1032,  1038  (as  Reading 
the  Bible);  Robert  A.  DiCurcio,  Art  on  Nantucket:  The  History 
of  Fainting  on  Nantucket  Island  (Nantucket,  Mass.:  Nantucket 
Historical  Association,  in  cooperation  with  the  Nantucket  Histori- 
cal Trust,  1982),  134-3,5  ('^s  Reading  the  Bible);  Genre,  exh.  cat. 
(Kansas  City,  Mo.:  Nelson-Atkins  Museum  of  Art,  1983),  5,  16, 
30  (as  Reading  the  Bible — Nantucket);  Donald  Hoffmann,  "Kem- 
per Familv  Donates  $1.5  MiUion  Portrait,"  Kansas  City  Star, 
12  October  1986,  12A  (as  Reading  the  Bible);  Lee  M.  Edwards  et 
al.,  Domestic  Bliss:  Family  Life  in  American  Fainting,  1840-iQio, 
exh.  cat.  (Yonkers,  N.Y:  Hudson  River  Museum,  1986),  34,  37,  142 
(as  Reading  the  Bible);  NAMA  1991,  74-75  (as  Reading  the  Bible); 
Lesley  Carol  Wright,  "Men  Making  Meaning  in  Nineteenth- 
Centuiy  American  Genre  Painting,  1860-1900,"  Ph.D.  diss., 
Stanford  University,  1993,  67,  281  (as  Reading  the  Bible);  NAMA 
1993a,  237;  NAMA  1993b,  100;  Teresa  A.  Carbone  and  Patricia 
Hills,  Eastman  Johnson:  Fainting  America,  exh.  cat.  (New  York: 
Rizzoli  International  Publications,  in  association  with  Brooklyn 
Museum  of  Art,  1999),  222-23,  263. 


Raymond  Jonson  (I89i-1982) 
Oil  and  Tempera  No.  1 — 1941,  1941  + 

Oil  and  casein  tempera  on  canx  as,  mounted  on  Masonite 
■z6Vh  X  39 '/iH  in.  (66.4  X  99.2  cm) 
Signed  and  dated  vertically  lower  right:  JONSON  41 
(Jilt  of  Mr  Raymond  Starr,  5:3-83 

Technical  Notes 

jonson  attached  the  medium-weight,  plain-weave  canvas,  which 
has  numerous  slubs  and  irregularities,  to  a  Masonite  panel.  He  then 
primed  the  canvas  and  panel  with  an  opaque,  bright  white  casein 
ground.  Infrared  reflectography  reveals  that  Johnson  carefully 
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outlined  the  central  design,  probably  wth  graphite.  He  used  an 
airbrush  tool  to  create  a  light  pink,  speckled  imprimatura.  After 
masking  oil'  the  center,  he  applied  a  second  coat  of  pink  paint  to 
the  surrounding  canvas.  Using  a  brush,  Jonson  painted  the  central 
design  wdth  precise  edges  and  minimal  brushwork.  A  thin  band  ot 
exposed  imprimatura  remains  e\ident  around  the  forms.  He  applied 
vertical  bands  of  opaque,  pui-ple  and  blue  paint  to  the  right  and  left 
edges.  Two  white  lines  are  e\ddent  on  the  bottom  tacking  edge 
and  right  and  left  sides  and  may  relate  to  the  easel  or  support  that 
held  the  painting  during  the  airbrushed  applications.  The  paint- 
ing, which  is  in  excellent  condition,  appears  to  be  unvarnished. 

Provenance 

To  Raymond  Starr,  Kansas  City,  Mo.,  March  1946;  to  NAMA, 
1953- 

References 

NAMA  1959,  256;  Rai/))i()iul  Jonwii:  A  Retrospective  Exhihitum^ 
exlr.  cat.  (Albuquerque:  University  of  New  Mexico  Press,  1964), 
29;  NAMA  1973,  252. 


William  Keith  (I838-1911) 
Conway  Meadows,  1881 

{White  Mountains  and  Conicaij  Meadows,  New  HainpshireY 
Oil  on  cam  as 

30  X  50  in.  (76.2  X  127  cm) 

Signed  and  dated  lower  right:  \\u\.  Keith.  81  /  S.  F. 
Beque.st  of  Mrs.  M.  B.  Nel.son,  56-83/3 

Technical  Notes 

The  tightlv  wo\'en,  plain-weave  canvas  has  been  lined  with  a 
fiberglass  and  rao;board  interleaf  and  wax-based  adhesive.  The 
preserved  tacking  edges  indicate  that  the  dimensions  are  origi- 
nal. The  opaque,  off-white  ground  was  commercially  applied.  No 
underdrawing  appears  under  visible  light.  Keith  first  applied  thin 
washes  of  paint,  which  remain  \dsible  in  the  trees  in  the  middle 
ground,  sky,  and  foreground,  before  rendering  the  landscape  with 
loose  brushwork,  appfied  wet  into  wet.  The  paint  consistency 


ranges  from  thin  and  fluid  to  thick  and  pastelike,  with  a  moderate 
impasto  mainly  in  the  foreground.  Keith  applied  senfitransparent, 
brown  paint  to  areas  of  shadow.  Dark  shapes  beneath  the  thin  paint 
of  the  skw  at  the  upper  left  suggest  that  the  artist  made  a  change. 
Slight  traction  cracking  is  present  in  the  dark  paint  of  the  cart  and 
oxen.  Horizontal  sti-eaks  in  the  central  mountains  may  relate  to 
discolored  varnish  residues  or  ground/canvas  staining.  Museum 
consei-vation  staff  treated  the  painting  in  1979,  at  which  time  con- 
sei-vators  removed  surface  grime  and  natural  resin  varnish,  lined 
and  restretched  the  painting,  applied  a  synthetic  varnish,  and  filled 
and  retouched  paint  losses,  mainly  on  the  right  and  left  edges. 

Provenance 

To  William  Eustace^  Browi,  San  Francisco;  to  Delia  J.  F. 
(Mrs.  Charles  H.)  Wood  (daughter  of  William  Eustace  Browai), 
San  Francisco,  by  descent,  after  1900;  (Findlay  Galleries,  Kansas 
Citv,  Mo.,  c.  1920);  May  Milhon  (Mrs.  Mack  B.)  Nelson,  Kansas 
City,  Mo.;  to  NAMA,  1956. 

References 

NAMA  1959,  256;  NAMA  1973,  253;  Catherine  H.  Campbell  and 
Marcia  Schmidt  Blaine,  Netc  Hatiipshire  Scenery:  A  Dictionary  of 
Nineteoith-Centiirij  Anists  of  New  Hampshire  Mountain  La)ul- 
scapes  (Canaan,  N.H.:  Phoenix  Pubfishing,  1985),  101. 

Note 

1.  The  alternativ  e  title  is  taken  from  a  metal  plaque  located  on  tlie  back  of  the 
frame, 


William  Keith  (i83S-i9ii) 

Sunset  Glow,  1896  -f 

{Sunset  Glow  on  Mt.  Tamalpais) 

Oil  on  ean\^as 

36^16  X  72'7i(i  in.  (91.9  X  184  cm) 

Signed  and  dated  low  er  left:  W.  Keidi  /  S.  F.  1896 

Gift  of  Mr.s.  Ferdinand  Ileim  in  memon-  of  Ferdinand  Ileim,  4,5-22 

Technical  Notes 

The  fine,  tightlv  woven,  plain-wea\'e  can\  as  has  been  lined  using 
a  wax-based  adhesi\'e,  enhancing  the  cauMis  wea\-e  slightly.  A 
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manufacturer's  stamp  on  the  back  of  the  canvas  x'erifies  that  it 
was  preprimed  wdth  the  thin,  opaque,  off-white  ground.  Keith 
appears  to  have  underpainted  the  foregroimd  wnth  a  dark,  sUghtly 
transparent,  brown  wash.  Using  brushes  and  a  palette  knife,  he 
rendered  the  landscape  with  thin,  fluid,  medium-rich  paint,  add- 
ing thicker  applications  in  the  foreground  and  mountains.  Low  to 
high  impasto  is  e\adent  in  the  mountains,  foreground,  and  thick 
clouds.  The  s\<y  consists  of  overlapping  layers  of  thin,  opaque  paint 
mixed  wet  into  wet.  Keith  applied  dark  brown  and  black  glazes 
to  the  trees  and  foreground.  Thick  paint  underneath  the  cloud 
on  the  right  side  suggests  that  it  may  once  have  been  larger.  A 
thick,  diagonal  brushstroke  underlying  the  left  edge  of  the  sl<y 
may  relate  to  a  mountain  that  Keith  ovei-painted.  Several  localized 
irregular  mechanical  cracks  are  present.  A  spiral  crack  is  located  in 
the  upper  right  quadrant.  Stretcher  cracks  have  formed  at  the  top 
edge  and  center  of  the  painting.  Traction  cracks  have  formed  in  the 
medium-rich  dark  brown  regions  of  the  foreground  and  shadows 
of  die  distant  mountains.  Paint  wrinkling  from  the  original  diying 
process  is  evident  throughout  the  lower  half  of  the  landscape.  One 
minor,  concave,  circular  distortion  in  the  canvas  is  located  near  the 
left  edge.  In  1985  Museum  consemition  staff  removed  a  discolored 
natural  resin  varnish,  lined  the  canvas,  replaced  the  stretcher,  re- 
touched a  few  minor  paint  losses  and  traction  cracks,  and  applied 
a  synthetic  varnish. 

Provenance 

Ferdinand  Heim  Jr.,  Kansas  City,  Mo.,  c.  1896;  to  EUzabeth  R. 
(Mrs.  Ferdinand)  Heim,  Kansas  City,  Mo.,  by  bequest,  1943;  to 
NAMA,  1945. 

References 

NAMA  1959,  256  (as  Sniisct  Gloiv  on  Mt.  Tamalpais)-  NAMA 
1973,  253  (as  Sunset  Glow  on  Mt.  Tcnnalpais)-  Heniy  Adams, 
"WilUam  Keith  Painting  Restored,"  Calendar  of  Events  (Nelson- 
Atkins  Museum  of  Art),  September  1985,  4,  6  (as  Sunset  Glow  on 
Mount  Tamalpais);  NAMA  1991,  107-9;  NAMA  1993a,  228,  241; 
NAMA  1993b. 


John  Frederick  Kensett  (1816-1872) 

A  Woodland  Waterfall  c.  1855-65  + 
(Tlie  Flume,  Franconia  Notch,  N.H.) 

Oil  oil  ciunus 

40 '/16  X  34/16  in.  (101.7  X  86.5  cm) 
Signed  lower  leit: 

Purchase:  Nelson  Trust  through  the  generosity  of  Mrs,  George  C. 
Reuland  through  the  W.  J.  Brace  Charitable  Trust  and  by  exchange 
of  Trust  properties,  86-10 

Technical  Notes 

The  painting's  tacking  margins  have  been  removed,  and  browm 
paper  tape  covers  the  edges  of  the  reverse  of  the  canvas,  making  it 
difficult  to  characterize  the  original  canvas,  which  has  been  lined, 
probably  using  BEVA  371  adhesive.  Over  the  opaque,  off-white 
ground  Kensett  undei-painted  the  lower  two-thirds  of  the  composi- 
tion with  a  dark  brow  wash.  He  painted  the  landscape  indirectly, 
with  layers  of  thin,  fluid,  opaque  paint  and  transparent  glazes.  A 
few  areas  of  low  impasto  and  stippled  textures  appear  in  the  trees 
and  rocks.  Kensett  reduced  the  height  of  the  line  of  trees  on  the 
left  mountaintop  and  painted  out  a  few  treetops  along  the  right 
mountaintop.  These  forms  remain  shghtly  \dsible  beneath  the  thin 
paint  of  the  s\<\'.  Two  thick,  beige  paint  strokes  in  the  underl)dng 
paint  of  the  upper  right  mountaintop  indicate  that  Kensett  may 
have  painted  out  a  few  tree  trunks  or  preliminaiy  outlines  of  rocks. 
Kensett  painted  over  a  light-colored  horizontal  form  bet^\'een  the 
two  large  rock  formations  \\'ith  thin  green  paint.  Mechanical  cracks 
have  developed  overall,  and  stretcher  cracks  are  also  present.  Two 
small  spiral  impact  cracks  have  formed  at  the  bottom  and  top,  near 
the  center.  A  few  localized  traction  cracks  are  \dsible  in  the  dark 
regions  of  the  painting.  One  large  area  of  retouch  is  located  on 
the  left  side  of  the  right  mountain.  Several  small  areas  of  retouch 
are  scattered  throughout.  The  retouch  is  slightly  discolored  in  the 
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sl<}'.  There  appears  to  be  a  slightly  discolored  natural  resin  varnish 
beneath  the  misaturated  sxaithetic  \'arnish. 

Provenance 

WiUiam  Vernon,  New  York;  to  Dr.  Ambrose  White  Vernon  (son 
of  William  Vernon),  Brooldine,  Mass.,  by  descent,  after  1910; 
to  Mrs.  Agnes  Vernon  Slagle  (niece  of  Dr.  Ambrose  White  Ver- 
non), Chatham,  N.J.,  by  descent,  1951;  to  (Sotheby  Parke-Bernet, 
New  York,  28  October  1971,  lot  126  [as  Tlw  Flume,  Franconia 
Notch,  Netv  Haiiijishirc]);  to  (Schweitzer  Galleiy,  New  York, 
1971);  to  (Sloan  and  Schatzberg,  New  York,  July  1973);  Dr.  and 
Mrs.  Ronald  Sagerman,  Great  Neck,  N.Y.;  to  (Alexander  Galleiy, 
New  York);  to  (James  Maroney,  New  York,  December  1978);  to 
NAMA,  1986. 

Exhibitions 

Whitney  Museum  of  American  Art,  Downtown  Branch,  New 
York,  Nineteenth  Centnnj  Landscape  Pavitin^  and  the  America)} 
Site,  5  June-31  July  1980,  no.  31  (as  The  Fhime,  Franconia  Notch, 
N.H. );  James  Maroney,  New  York,  TJie  Odd  Picture:  Distinctive  and 
Yet  Not  Necessarihj  Predictable  Ejfoi-ts  by  Recognized  Masters,  All 
Modern  in  Their  Several  Ways,  November  1984,  no.  6;  Worcester 
Art  Museum,  Mass.,  Jolin  Frederick  Kensett:  An  American  Master, 
20  March  1985-19  Januaiy  1986  (traveled),  unnumbered;  Nelson- 
Atkins  Museum  of  Art,  Kansas  City,  Mo.,  A  Bountiful  Decade: 
Selected  Acquisitions,  ig-/y-ig8y,  15  October-6  December  1987, 
no.  75;  Santa  Barbara  Museum  of  Art,  Calif.,  America  in  Art:  Fifty 
Great  Paintings  Celebrating  Fifty  Years,  6  June-11  August  1991, 
unnumbered;  Osterreichische  Galerie,  Belvedere  Palace,  Vienna, 
Austria,  America:  The  New  World  in  igth  Century  Painting 
17  March-20  June  1999,  unnumbered. 
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The  Odd  Picture:  Distinctive  and  Yet  Not  Necessarily  Predictable 
Efforts  by  Recognized  Masters,  All  Modern  in  Their  Several  Ways, 
exh.  cat.  (New  York:  fames  Maroney,  1984),  10-11,  15,  44-45; 
John  Paul  Diiscoll  and  John  K.  Howat,  Jolin  Frederick  Kensett: 
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Walter  Koeniger  (I88I-1943) 
The  Old  Mill  1929 

Oil  on  can\'as 

38'/)  X  45'/s  in.  (97.2  X  114.6  cm) 

Signed  and  dated  lower  left:  w.  KOENIGER  /  29 

Gift  of  Robert  C.  Vose  in  memoiy  of  Setli  M.  Vo.se,  33-110 

Technical  Notes 

The  finely  woven,  medium-weight,  plain-weave  canvas  is  attached 
to  its  probable  original  stretcher  and  is  commercially  primed  with 
an  opaque,  off-white  ground.  Koeniger  appears  to  have  roughly 
blocked  out  compositional  forms  with  thin  brown  paint  that 
remains  visible  in  the  foreground  and  mountains.  He  painted  the 
landscape  loosely,  wet  into  wet,  producing  a  high  impasto.  Smooth 
areas  of  paint  were  achieved  using  a  palette  knife.  Mechanical 
cracks  ha\'e  developed  overall,  and  localized  traction  cracks  are  evi- 
dent in  places.  A  few  small  paint  losses  are  evident,  and  tAVO  small 
areas  of  active  lifting  and  cleaxdng  paint  are  present  at  the  center 
bottom  edge,  revealing  light  blue  paint  underneath.  Museum  con- 
seivation  staff  treated  the  painting  in  1992,  consolidating  insecure 
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paint,  nieiKling  a  small  can\'as  tear  in  the  upper  right  (|iiadrant,  and 
expanding  the  stretcher  slightly  to  increase  the  canvas  tension.  The 
painting  is  unvarnished. 

Provenance 

To  (Robert  C.  Vose  Galleries,  Boston,  May  1929);  to  NAMA, 
1933- 

Exhibitions 

National  Academy  of  Design,  New  York,  One  Hundred  and  Fouiili 
Anniicd  Exltd)ili(»i,  20  March-7  April  1929,  no.  281;  Winfield 
Pubhc  Schools,  Kans.,  December  1941,  no  cat.;  Winfield  Pubhc 
Schools,  Kans.,  July-August  1946,  no  cat. 
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1933),  28;  NAMA  1933,  137;  M.K.  P.,  "Liberal  with  Art,"  Kansas 
CUij  Star,  1  Januaiy  1936,  8;  NAMA  1940,  26;  NAMA  1941,  166; 
"Oil  Paintings  in  Cookinghams  Office  Taken  Back  to  Nelson  Art 
Galleiy,"  [1958-60],  clipping,  Scrapbook,  NAMA  Archives. 


Walt  Kuhn  (1877-1949) 

Juggler,  1934  + 
{Blue  Juggler) 

Oil  on  canva.s 

3o'/s  X  24V4  in.  (76.5  X  61.6  cm) 

Signed  and  dat(>d  lower  left:  Walt  Knhn  /  19:34 

Gift  of  die  Friend.s  of  Art,  ;38-i 


Technical  Notes 

The  tightly  woven,  plain-weave  canvas  v\dth  numerous  slubs  and 
irregularities  is  unlined  and  was  commeixiallv  primed  with  an 
opaque,  off-white  ground.  The  intact  tacking  mai'gins  \  erify  that 
the  dimensions  are  original.  Kuhn  may  have  applied  a  thin  wash 
of  blue  paint  beneath  the  bod\'  of  the  figure  and  a  red-brown  wash 
to  the  background.  Infrared  refiectography  reveals  that  Kuhn  out- 
lined the  figure  and  delineated  the  facial  featiu'es  wdth  loose  paint 
strokes.  Many  of  these  dark  brown  strokes  are  visible  in  the  final 
composition.  The  painting  is  directly  rendered  and  thinly  painted 
overall.  Opac^ue,  somewhat  thick  paint  was  applied  to  the  l)ody 
wet  into  wet  and  creates  highlights  in  the  face.  Kuhn  appears  to 
have  oyei-painted  the  fingertips  of  the  proper  left  hand.  A  few  small 
areas  of  careful  retouch  are  present  in  the  figure's  proper  left  cheek 
and  stomach  and  alone;  the  right  edge.  Museum  consenation  staff 
treated  the  painting  in  1983,  at  which  time  the  surface  was  cleaned, 
paint  losses  and  abrasions  were  retouched,  and  a  synthetic  varnish 
was  applied. 

Provenance 

To  (Marie  Ilarriman  Galleiy  New  York,  by  1937);  to  NAMA, 
1938. 

Exhibitions 

Marie  liarriman  Galleiy,  New  York,  Walt  Kxdxn,  16  Februaiy- 
13  March  1937,  no.  2;  Studio  FL)use,  Washington,  D.C.,  VJalt 
Kuhn,  31  March-25  April  1937,  no.  7;  Bennington  Gollege,  Vt., 
May  1937,  no  cat.;  Whitney  Museuiu  of  American  Art,  New  York, 
This  Is  Our  Citi/:  An  Exhibition  of  Vaixilin^^s,  Watercolors,  Draw- 
ings (Old  Pri)its,  11  March-13  April  1941,  no.  45;  (Columbus  Cial- 
leiy  of  Fine  Arts,  Ohio,  Fai)rli)i<^s  by  Walt  Kuhn,  3  April-4  May 
1942,  no.  7;  California  Palace  of  the  Legion  of  Honor,  San  Fran- 
cisco, Co)iteinj)oran/  Anieriean  Painting,  17  May-i7  june  1945, 
unnumbered  (as  The  Bhie  Ju^^ler);  Galerie  Georges  Giroux, 
Brussels,  Belgium,  LExposition  dArt  Ainericain  Conten\porai)t, 
20  March-mid-Julv  1948  (traveled),  no.  57;  John  and  Mable 
Ringling  Museum,  Sarasota,  Fla.,  Aii,  Carnival  aiul  the  Ciirus, 
23  Januan'-i7  Februaiy  1949,  no.  25;  Whitney  Museum  of  Ameri- 
can Art,  New  York,  fuliaixa  Force  and  American  Art:  A  Memorial 
Exhibitio)i,  24  September-30  Octobei;  no.  74;  William  Rockhill 
Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  The  Friends  of  Art  in  Retrospect,  Decembei-  1953,  no 
cat.;  Des  Moines  Art  Center,  Iowa,  Co))U)}unicatin<i^  Art  from  Mid- 
west Colleetio)is,  13  Octobei-G  November  1955,  no.  16;  Cincinnati 
Art  Museum,  Wah  Kuhn:  i8jy-ig4g,  8  September-22  November 
i960,  no.  61;  University  of  Kansas  Museum  of  Art,  Lawrence,  The 
Organizers  of  the  Anno  rij  Show,  1  March-15  April  1964,  unnum- 
bered; University  of  Arizona  Art  Galleiy  Tucson,  Painter  of  Vision: 
A  Retrospective  Exhibition  of  Oils.  Water  Colors  ami  Dnncin^s  by 
Wah  Kuhn,  i8/'y-ig4Q,  6  Februaiy-31  March  1966,  no.  77;  Joslvii 
Art  Museum,  Omalia,  Neb.,  The  Thiiiics  Decade:  American  Artists 
aiul  Their  European  Contemporaries,  10  October-28  November 
1971,  no.  122;  Anion  Garter  Museum  of  Western  Art,  Fort  Worth, 
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Walt  KiiJin:  A  Classic  Revival  6  August  1978-15  April  1979  (trav- 
eled), no.  26. 
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City  Star,  19  September  1976,  lE;  Phihp  Rhys  Adams,  Wah  Kuhn, 
Painter:  Plis  Life  and  Work  (Columbus:  Ohio  State  University  Press, 
1978),  X,  158-59,  172,  175,  201,  262-63;  Wah  Kuhn:  A  Classic 
Revival,  exh.  cat.  (Fort  Worth:  Amon  Carter  Museum  of  Western 
Art,  1978),  unpaginated;  George  Ehriich,  "An  Aty^oical  Walt  Kuhn 
Watercolor,"  Source:  Notes  in  the  History  of  Art  1  (Spring  1982), 
29,  31;  Joe  Buhler  and  Ron  Graham.  "Fountains,  Showers,  and 
Cascades:  Juggling's  Quintessential  Combinations  of  Algebra  and 
Acrobatics,"  Sciences  24  (Januaiy-Februaiy  1984),  45;  Philip  R. 
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Adams,  "Walt  Kiihn's  Salute,"  A rf.s  in  Virginia  25  (1985),  7,  9;  Lee 
Pentecost,  "50  Years  of  Collecting;  The  Friends  of  Art  at  the  Nel- 
son; A  Retrospective  Exliibition,"  typescript,  1984,  NAMA  curato- 
rial files,  4-5;  Walt  Kiiliih  i8yy-iQ4g,  exh.  cat.  (New  York:  Midtow 
Galleries,  1989),  17;  NAMA  1991,  170;  NAMA  1993a,  228,  248. 


Nathaniel  Lakeman  (1756-after  1830) 

Pan  rait  of  Woman  with  Comb,  1822 
(Mrs.  C.  C.  Royal) 

Oil  on  canvas 

27'/4  X  22'/i  in.  (69.9  X  56.5  cm) 
Purclia,se:  Nelson  Trnst,  33-45 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  is  primed  with  an  opaque, 
cream-colored  ground  and  has  been  lined  using  a  glue-based  adhe- 
sive. There  appears  to  be  a  slight  change  in  the  dimension  based 
on  the  distance  between  the  outermost  edges  and  the  stretcher 
cracks.  Lakeman  applied  a  light  gray  undei-painting  beneath  the 
background,  red  cloak,  and  bodv.  He  painted  the  portrait  directly 
with  thin,  fluid,  opac^ue  paint.  The  artist  appears  to  ha\-e  painted 
over  a  section  of  hair  that  extended  to  the  neck  on  the  propei'  left 
side.  He  reduced  the  width  of  the  body,  the  dress  collar,  and  the 
left  side  of  the  red  cloak.  A  thick,  cuiving  brushstroke  beneath 
the  paint  of  the  lace  collar  suggests  another  change  by  the  art- 
ist. Fine  mechanical  ci'acks,  paint  abrasion,  and  scattered  areas  of 
discolored  retouch  are  evident  throughout.  There  appears  to  be 
a  mended  tear  at  the  top  right  edge.  Sevei-al  small  bulges  in  the 
upper  right  quadrant  mav  indicate  areas  of  delamination  between 
the  canvas  and  the  lining  fabric.  There  appears  to  be  a  slightly 
discolored  natural  resin  varnish  on  the  surface. 


Provenance 

Lsabel  Carleton  Wilde,  Cambridge,  Mass.;  to  (American  Folk 
Art  Galleiy  with  the  Downtown  Galleiy,  New  York,  by  1932);  to 
NAMA,  1933. 

Exhibitions 

Detroit  Society  of  Aits  and  Crafts,  American  Folk  Art,  Painting, 
and  Sculpture,  ■I'Z  Februai-v-i8  March  1932,  no.  15  (as  Unknown); 
Albright  Art  Galleiy,  Buffalo,  N.Y,  Centennial  Exhibition,  1  July- 
1  August  1932,  no.  4  (as  Woman  with  Comb)-  Museum  of  Modern 
Art,  New  York,  American  Folk  Art:  The  Art  of  the  Common  Man 
in  America,  lyso-igoo,  30  November  1932-28  Februaiy  1934 
(Wilham  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Citv,  Mo.,  onl)'),  unnumbered  (as  Portrait  of 
a  Woman,  not  in  cat.). 

References 

A  Catalogue  of  the  First  Exhibition  in  the  Neic  Galleries  of  the 
Societij  of  Ai-ts  and  Crafts  of  American  Folk  Art,  Painfov^,  and 
Sculpture,  exh.  cat.  (Detroit:  Detroit  Society  of  Arts  and  Crafts, 
1932),  3  (as  Unknown);  Centennial  Exhibition,  exh.  cat.  (Buffalo, 
N.Y.:  Albright  Art  Galleiy,  1932),  7  (as  Woniai]  icith  Comb);  I3own- 
town  Galleiy  Records,  1924-74,  Archives  of  American  Art,  Smith- 
sonian Institution,  microfilm  reel  5611,  frame  894  (as  Portrait  of 
Mrs.  C.  C.  Royal);  "Art:  The  William  Rockhill  Nelson  Galleiy  of 
Art  Acquires  Seven  Examples  of  American  Folk  Art,  Including  an 
Old  Model  Weather  Vane  of  Unusual  Merit,"  Kansas  City  Star, 
19  March  1933,  13A;  "The  Acquisitions,"  Arf  Digest  8  (1  Decem- 
ber 1933),  21  (as  Portrait  of  Mrs.  C.C.  Royal);  "The  William 
Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of  Paintings 
and  Drawings,"  Art  News  32  (9  December  1933),  28  (as  Portrait 
of  Mrs.  C.  C.  Royal);  NAMA  1933,  137  (as  Portrait  of  Mrs.  C.  C. 
Royal);  NAMA  1959,  256;  NAMA  1973,  253;  Arts  a)i(l  Crafts 
i)i  Detroit,  icjo6-ig'/6:  The  Movement,  the  Society,  the  Sclwol 
(Detroit:  Detroit  Institute  of  Arts,  1976),  160. 
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FiTZ  Henry  Lane  (1804-1865) 
"Starlight"  in  Harbor,  c.  1855  -f 

Oil  oil  cam  as 

24'/i  X  36'/s  in.  (61.6  x  91.8  cm) 

Ciilt  of'Samli  and  Laiidon  Rowland  throngh 

The  Ever  Cilades  P'und,  2002.8 

Technical  Notes 

The  tightly  woven,  twdll -weave  canvas  has  been  lined  using  a  wax- 
based  adhesive.  The  painted  picture  surface  does  not  continue  to 
the  outermost  edges,  indicating  that  the  dimensions  are  original. 
Lane  appears  to  have  applied  an  opac^ue,  light  gray  imprimatura 
layer  over  the  thin,  opaque,  off-white  ground.  Infrared  reflectog- 
raphy  reveals  an  underdrawing,  applied  with  paint  and  a  fine  brush, 
outhning  the  ships.  Some  of  these  outlines  are  visible  under  nor- 
mal lighting  conditions.  Lane  drew  an  additional  sail  at  the  top  of 
the  central  mast,  just  below  the  flag.  Another  sail  at  the  top  may 
also  have  been  drawn,  as  a  ftnnt  triangular  shape  can  be  seen  near 
the  flag.  Lane  rendered  the  seascape  indirectly,  using  thin,  fluid, 
opac|ue  paint  and  transparent  glazes.  The  paint  surface  is  generally 
thin  and  the  canvas  texture  visible.  A  second  anchor  line,  which 
Lane  painted  over,  is  \'isible  on  the  left  side  of  the  central  ship, 
sHghtly  to  the  right  of  the  final  anchor  line.  A  fine  craquelure  pat- 
tern has  developed  overall,  and  a  feather  crack  has  formed  in  the 
upper  left  (j[uadrant.  Paint  abrasion,  evident  in  the  thinly  painted 
water,  skw,  and  horizon,  has  been  carefulK'  ]-etouched  in  places. 
One  slightly  larger  area  of  retouch  is  present  at  the  right  side  of  the 
top  edge.  The  synthetic  varnish  has  a  moderately  high  sheen. 

Provenance 

To  Baker  &  Morrifl  Shipping  Company,  Boston,  c.  1855;  to 
Dr.  Charies  Baker  Hitchcock  (great-grandson  of  Ezra  Howes 
Baker),  Pound  Ridge,  N.Y.,  by  descent;  to  private  collection,  by 
descent,  after  1969;  to  (Hirschl  &  Adler  Galleries,  New  York, 
1980);  to  Masco  Coq:)oration,  Taylor,  Mich.,  1980;  to  (Sotheby's, 
New  York,  3  December  1998,  lot  119);  to  Glen  S.  Foster,  New 
York,  1998;  to  estate  of  Glen  S.  Foster,  New  York,  200 1;  to  (Phil- 
fips,  de  Puiy  &  Luxembourg,  New  York,  21  May  2002,  lot  72);  to 
NAMA,  2002. 


Exhibition 

Hirschl  &  Adler  Galleries,  New  York,  American  Art  from  the 
Gallenfs  Collectiotr  4-25  October  1980,  no.  20. 

References 

Octavius  T.  Howe  and  Frederick  C.  Matthews,  American  Clipper 
Ships:  1833-1858  (Salem,  Mass.:  Marine  Research  Society,  1927), 
2:629  (as  ''Star  Light,"  11,5,3  Tons,  Built  at  South  Boston,  Mass.,  in 
1854);  American  Aii  from  the  Gallery's  Collection,  exh.  cat.  (New 
York:  Hirschl  &  Adler  Galleries,  1980),  ,30,  cover;  Sotheb)'s,  New 
York,  3  December  1998,  lot  119;  Phillips,  de  Pmy  &  Luxembourg, 
New  York,  21  May  2002,  lot  72;  Afice  Thorson,  "Nelson  Gets  a 
Pair  of  All- American  Gifts,"  Kansas  City  Star,  30  June  2002,  Ki; 
"'Starlight'  Anchors  at  Nelson-Atkins  Museum  oi' Art,"  Antiques  & 
the  Arts  Weekly  (Newton,  Conn.),  19  Juh'  2002,  12;  "Museum  Ciets 
$5  MiUion  and  a  New  Painting,"  Maine  Antique  Digest  30  (August 
2002),  9A;  Ann  E.  Berman,  "Phillips  Turns  Art  Auctions  into  a 
Three-Horse  Race,"  Maine  Antique  Digest  30  (August  2002),  2B; 
A.  J.  Peluso  Jr.,  "American  Marine  Art  from  the  E.state  of  Glen  S. 
Foster,"  Maine  Antique  Digest  30  (August  2002),  3B. 


Edward  Laning  (1906-I98i) 
Livonio,  c.  1945-47 

Oil  on  canvas 

,32  X  43'/s  in.  (81.3  X  109. ,5  cm) 
Signed  lower  right:  Luning 

G\h  of  the  Trustees  of  the  Kansas  Cit\'  Art  Institute 
and  School  o(  Design,  48-14 

Technical  Notes 

The  medium-weight,  plain-wea\'e  can\-as  with  numerous  slubs 
and  irregularities  is  unlined  and  was  commercialh'  primed  \rith  an 
opaque,  off-white  ground.  The  intact  tacking  margins  \'erify  that 
the  dimensions  are  original.  Laning  painted  the  landscape  indi- 
rectly ^^dth  somewhat  diy,  pastelike  paint,  creating  a  low  impasto 
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and  stippled  textures  throughout.  The  texture  of  the  canvas  weave 
remains  visible  in  thinly  painted  areas.  The  artist  appears  to  have 
locally  glazed  areas  of  shadow.  One  minor  can\'as  draw  has  formed 
at  the  upper  right  corner.  Stretcher  cracks  and  a  few  minor  paint 
losses  are  present  at  the  edges.  A  small  scratch  is  located  in  the 
clouds  in  the  upper  left  (|uadi-ant.  The  glazes  contain  drips  and 
have  a  dark,  discolored  appearance  that  may  not  have  been  as 
prominent  originally.  The  uneven  varnish,  which  is  probably 
synthetic,  appears  to  be  discolored. 

Provenance 

To  (Associated  American  Artists,  New  York);  to  Kansas  City  Art 
Institute,  Mo.,  1947-48;  to  NAMA,  1948. 

Related  Works 

Le^liom — Piazza  Carlo  Alhcfio,  drawing,  1944,  1SV2  x  19  in. 
(34.3  X  48.3  cm),  U.S.  Armv  Center  of  Mihtaiy  Histoiy,  Washing- 
ton, D.C.;  Farewell  to  Livoriio.  1944,  pen  and  ink,  io'4  x  19'/^  in. 
(26  X  49.5  cm),  location  unknown  (formerly  in  collection  of  Maiy 
Fife  Laning,  Brooklyn  Heights,  N.Y.). 

Exhibitions 

Whitney  Museum  of  American  Art,  New  York,  Annual  Exhibition 
of  Conteniporarij  American  Painting,  6  December  1947-25  Janu- 
aiy  1948,  no.  83;  Toledo  Museum  of  Art,  Ohio,  Contemporary 
American  Paintings,  6  June-29  August  1948,  no.  45;  Mackay 
Hall,  Park  College,  Parkville,  Mo.,  ["Livorno"],  late  September- 
October  1949,  no  cat.;  Wichita  Art  Museum,  Kans.,  Paintings 
Loaned  hij  the  Friends  of  A)i  Collection,  William  Rockhill  Nelson 
Gallery  and  Atkins  Museu)n,  Kansas  City,  22  April-6  May  1956, 
no  cat.;  Hacklev  Art  Galleiy  Muskegon,  Mich.,  Distinguished 
Americans,  30  September-28  October  1956,  no  cat. 

References 

Annual  Exhibition  of  Conteniporarij  American  Painting,  exh.  cat. 
(New  York:  Whitney  Museum  of  America]!  Art,  1947),  unpagi- 
nated;  "Work  of  Institute  Teachers  in  Nelson  Galleiy  Exhibit," 
Kansas  City  Star,  9  April  1948,  21;  Jo  Gibbs,  "Toledo's  35th 
Annual,"  A/t  Digest  22  (1  August  1948),  22;  Contemporary  Ameri- 
can Paintings,  exh.  cat.  (Toledo:  Toledo  Museum  of  Art,  1948), 
unpaginated;  J.R.,  Year  in  Review,  iQ4y-ig48  (New  York:  Galler- 
ies of  Associated  American  Artists,  1948),  unpaginated;  "Kansas 
City  Artist  Exhibits  Work  Here,"  Park  Stylus  (Parlwille,  Mo.), 
30  September  1949,  3;  Winifred  Shields,  "Whitney  Annual  ]3raw- 
ings  Are  Showm  at  the  Institute,"  Kansas  City  Star,  7  October  1949, 
22;  Winifred  Shields,  "A  Special  Collection  of  Works  Is  Growing  at 
Nelson  Galleiy,"  Kansas  City  Star,  19  May  1950,  28;  NAMA  1959, 
256;  NAMA  1973,  253. 


August  Laux  (I853-1921) 
Blackberries,  c.  1880 

Oil  on  canvas 

izVfi  X  i6'/s  in.  (:30.8  x  41  cm) 
Signed  lower  right:  A.  Laux 

Gift  from  the  collection  of  Julia  and  Humbert  Tinsnian,  F9C)-24/6 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  is  unlined.  The  tacking 
margins  are  original,  and  the  painted  picture  surface  does  not 
extend  to  the  tacking  edge,  indicating  that  the  dimensions  are 
original.  The  opaque,  light  gray  ground  was  probably  commer- 
cially applied.  Laux  painted  the  still  life  thinly,  leaving  the  brown 
wash  underneath  the  basket  \asible.  It  is  impossible  to  determine 
whether  he  applied  this  thin  wash  overall.  Paint  abrasion  is  evi- 
dent on  tlie  left  side  of  the  painting,  disrupting  the  foliage  with 
tiny  flecks  of  exposed  ground.  A  few  slight  canvas  distortions  are 
evident  at  the  corners  and  outer  edges.  A  stiff  convex  bulge  in  the 
can\'as  is  present  on  the  top  edge,  possibly  the  result  of  debris 
beneath  the  stretcher  member.  A  scratch  in  the  paint  is  located 
near  the  right  side  of  the  bottom  edge.  A  small  amount  of  dis- 
colored  retouch  is  evident,  and  the  varnish,  which  is  probably  a 
natural  resin,  is  discolored. 

f 

Provenance 

Bessie  Cook  Tinsman,  New  Trier,  Ilk,  and  Trenton,  Mo.;  to  Hum- 
bert and  Julia  Tinsman  (son  and  daughter-in-law  of  Bessie  Cook 
Tinsman),  Shavvnee  Mission,  Kans.;  to  NAMA,  1999. 

Reference 

"Museum  Receives  19th-  and  2oth-Centun'  American  Works," 
Calendar  (Nelson-Atkins  Museum  of  Art),  May  2000,  2,  cover. 
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August  Laux  (i853-1921) 


Raspherries,  c.  1880 

Oil  on  cam  as 

ioVh  X  i4'/s  in.  (25.7  x  35.9  cm) 
Signed  lower  right:  A.  l^anx 

Gift  from  the  collection  of  fnlia  and  Ilnmbert  Tinsman,  F99-24/5 


Technical  Notes 

The  tightly  woven,  plain-weave  canvas  is  unlined.  The  tacking  mar- 
gins are  intact,  and  the  painted  pictnre  surface  does  not  extend  to 
the  tacking  edge,  indicating  that  the  dimensions  are  original.  The 
opacpe,  light  gray  ground  was  probably  connnercially  applied.  Lau.x 
applied  thin  washes  of  green  and  brown  paint  to  the  background 
and  a  violet  wash  beneath  the  berries.  He  rendered  the  still  life 
with  thin,  fluid,  opaque  paint.  The  brown,  beige,  and  orange  lay- 
ers in  the  foreground  were  applied  wet  into  wet.  A  few  areas  of 
paint  abrasion,  located  in  the  upper  left  (|uadrant,  disrupt  the  dark 
background  with  tinv  flecks  of  exposed  ground.  The  varnish,  which 
is  probably  natural  resin,  is  discolored. 

Provenance 

Bessie  Cook  Tinsman,  New  Trier,  Ilk,  and  Trenton,  Mo.;  to  Hum- 
bert and  julia  Tinsman  (son  and  daughter-in-law  of  Bessie  Cook 
Tinsman),  Shawnee  Mission,  Kans.;  to  NAMA,  1999. 

Reference 

"Museum  Receives  19th-  and  20th-Centuiy  American  Works," 
Calendar  (Nelson-Atkins  Museum  of  Art),  May  2000,  2,  cover. 


Ernest  Lawson  (1873-1939) 
Woodland  Scene,  c.  1891-92 

Oil  on  canx'as 

20  X  25 '/i  in.  (,50.8  X  64.1  cm) 
Signed  lower  left:  E.  lawson 
Gift  of  Mr.  and  Mrs.  Albert  R.  Jones,  33-1596 


Technical  Notes 

The  tightly  woven,  plain-weave,  medium-weight  canvas  is  unlined, 
and  the  tacking  margins  are  intact  on  the  top  and  bottom  edges. 
Lawson  probably  applied  the  opaque,  off-white  or  light  gray  g]-ound 
himself  before  painting  the  landscape  wet  into  wet,  with  multiple 
layers  of  thick,  pastelike  paint.  In  a  few  areas,  he  appears  to  have 
incised  and  scraped  into  the  paint.  Vertical  cracks  and  ridges  in  the 
paint  indicate  that  Lawson  expanded  the  wadth  of  the  cam-as  on 
the  right  side  and  cropped  it  on  the  left  side.  Following  this  change 
in  dimension,  Lawson  reworked  the  landscape  one  last  time,  as 
evidenced  by  the  green  paint  in  the  lower  left  quadrant  that  does 
not  continue  to  the  left  tacking  edge.  The  texture  of  the  under- 
lying paint  reveals  that  Lawson  oveiqoainted  a  blue  tree  on  the  lower 
left  side  and  added  a  padr,  simplif)ang  the  composition.  A  branch 
on  the  rightmost  tree  tnmk  appears  to  have  been  repositioned, 
and  a  vertical  paint  stroke  on  the  pink-roofed  building  near  the 
top  center  appears  to  have  been  o\'erpainted  with  a  gray-green 
paint.  Wide,  slightK'  cupping  mechanical  cracks  have  developed.  A 
small  amount  of  retouch  is  scattered  throughout.  Museum  conser- 
vation staff  treated  the  painting  in  1984  and  again  in  1990.  During 
these  treatments,  grime  and  a  discolored  natural  resin  \  arnish  were 
removed,  insecure  areas  of  acti\  e  lifting  and  flaking  paint  were 
consolidated,  paint  losses  were  filled  and  toned,  and  a  synthetic 
varnish  was  applied. 

Provenance 

William  Merritt  Chase,  New  York;  to  estate  of  William  Merritt 
Chase,  New  York,  1916;  Albert  R.  and  Mabel  N.  Jones,  Kansas 
City,  Mo.;  to  NAMA,  1933. 
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Exhibitions 

Winfiekl  High  School,  Kans.,  19  Octol)er-i4  Nox'ember  1936,  no 
cat.;  Cha]-lotte  Crosby  Kemper  Gallen'  and  Kansas  Cit\'  Art  Insti- 
tute, Kansas  City;  Mo.,  Ka)}sas  City  Collects  KCAI,  5-26  Januaiy 
1985,  unnumbered. 

References 

"In  Gallen-  and  Studio,"  Kansas  Cittj  Star,  3  Maix'h  1934,  4  (as 
Woodland  near  Harlc'in)\  "Liberal  with  Art,"  Ka)isas  Citij  Star, 
1  Januan-  1936,  8;  NAMA  1940,  24;  NAMA  1941,  166;  NAMA 
1959,  256;  NAMA  1973,  253;  Kansas  City  Collects  KCAI,  exh.  cat. 
(Kansas  Cit);  Mo.:  Kansas  Cit\'  Art  Institute,  1985),  unpaginated; 
NAMA  1991,  136-37;  NAMA  1993a,  240. 


Ernest  Lawson  (1873-1939) 
On  the  Harlem,  c.  1910  -f 

Oil  oil  camas 

30  X  40  in.  (76.2  X  101.6  cm) 

Signedlower  right:  E.  lawson 

Gift  of  Mr.  and  Mrs.  Albert  R.  Jone.s,  ;3:3-i59S 

Technical  Notes 

The  plain-weave  canvas  has  been  lined  to  a  composite  panel  using 
a  wax-based  adhesive.  The  tacking  luargins  have  been  removed, 
leaving  no  information  about  the  original  dimensions.  Infrared 
reflectography  was  unable  to  detect  an  underdrawing  l)eneath  the 
thick  paint  layers  abo\'e  the  opaque,  light  beige  groimd.  Lawson 
appears  to  have  looseK'  outlined  the  buildings  \\A\h  medium  blue 
paint.  He  painted  the  landscape  directly  with  multiple  layers  of 
thick,  opa(|ue,  pasteUke  paint.  He  incised  lines  into  the  water  and 
the  foreground  trees,  possibly  with  the  end  of  a  brush  handle. 
There  are  prominent  brushwoi-k  and  stippled  textures  over- 
all. Thick  paint  in  the  lower  half  of  the  painting  has  a  flattened 
appearance,  presumably  caused  by  Lawson  himself,  as  undam- 
aged impasto  was  applied  on  top  of  these  flattened  layers.  Wide 


mechanical  ci'acks  have  developed  overall,  and  paint  wrinkling  is 
e\'ident  in  thickK'  painted  regions.  A  few  small  areas  of  retouch  are 
scattered  throughout.  Museum  consen'ation  staff  has  treated  the 
painting  three  times,  most  recently  in  1994,  when  discolored  var- 
nish and  i-etouch  were  removed,  staining  was  reduced,  paint  losses 
were  filled,  textured,  and  retouched,  and  a  thin  layer  of  synthetic 
varnish  was  applied. 

Provenance 

John  Quinn,  New  York,  bv  1924;  (Effie  Seachrest,  Kansas  Citv; 
Mo.);  Albert  R.  Jones  and  Mabel  N.  Jones,  Kansas  City,  Mo.;  to 
NAMA,  1933. 

Exhibitions 

Winfiekl  Public  Schools,  Kans.,  November  1940,  no  cat.;  Winfiekl 
Public  Schools,  Kans.,  mid-June-Julv  1946,  no  cat.;  Des  Moines 
Art  Center  Junior  Museum,  Iowa,  The  Great  Ei^dit,  13  October 
1963-5  Januaiy  1964,  no  cat.;  William  Rockhill  Nelson  Galleiy 
of  Art  and  MaiT  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
Nineteenth  Centtiri/  America)]  Paintin^^,  17  Februai-y-31  March 
1974,  no  cat.;  Madison  Art  Center,  Wise,  The  Seasons:  Ameri- 
can Ijji))ressionist  Painting,  8  December  1984-3  Februaiy  1985, 
no.  26;  Memorial  Art  Gallei"}'  of  the  University  of  Rochester,  N.Y., 
The  Impressionists'  New  York,  6  November  1994-15  July  1995 
(traveled),  unnumbered. 

References 

Frederic  Newfin  Price,  Ernest  Lawson:  Canadian-American  (New 
York:  Ferargil,  1930),  unpaginated  (as  Hospital  Harlem  River);  "In 
Galleiy  and  Studio,"  Kansas  Citij  Star,  3  March  1934,  4  (as  On  the 
Hudson);  "Liberal  with  Art,"  Kansas  City  Star,  1  Januan'  1936,  8; 
NAMA  1940,  24;  NAMA  1941,  166;  NAMA  1959.  256;  George 
Shane,  "The  Visual  Arts,"  Des  Moines  (Iowa)  SniKhnj  Register, 
13  October  1963,  2L  (as  On  the  Hudson);  NAMA  1973,  253;  Trent 
Myers,  The  Seaso}is:  American  Impressionisi  Paiirting,  exh.  cat. 
(Madison,  Wise:  Madison  Art  Center,  1984),  unpaginated;  NAMA 
1991,  137;  Christopher  Pax^ie,  "Exhibit  Showcases  Impressions  of 
NewYork,"  Montp^omcn/  (Ala.)  Advei-tiser,  4  December  1994,  iiH; 
Wilham  H.  Gerdts,  The  Ini])ressionists'  Neic  York,  exh.  cat.  (Roch- 
ester, N.Y.:  Memorial  Art  Galleiy,  1994),  unpaginated;  William  H. 
Gerdts,  Impressio)iist  New  York  (New  York:  Abbeville  Press,  1994), 
197-98  (reproduction  is  flopped);  Charles  C.  Eldredge,  "Ernest 
Lawson  s  Spain,"  American  Art  17  (Fall  2003),  86-88. 
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William  Horace  Littlefield  (1902-1990) 


Lawrence  H.  Lebduska  (1894-1966) 
Wild  Horses  and  Owl,  1938  -t- 

Oil  oil  cain  as 

34 '/s  X  4oVfi  in.  (86.7  X  101.9  •^''^t) 

Signed  and  dated  lower  left:  L.  Lebdu.ska.  /  38. 

Bequest  ol'Elizabetli  CaK  in  Bonner,  2003.16.7 


Saconesset  Hills,  1930 

{Sliore  and  Marshes,  Seconnesset  HillsY 

Oil  on  canvas 

2oyi6  X  36yifi  in.  (51.3  X  91.9  cm) 

Signed  and  dated  lower  right:  W'-^  H.  Littlefield  /  Sept.  1930; 
inscribed  on  verso  top:  W^"  H.  Littlefield.  /  SACONNeSSET  Hills  / 
September  1930 

Presented  to  the  Atkins  Mnsenm  of  Fine  Arts  by 
Mr.  and  Mrs.  Ralph  de  S.  C:hilds,  A35-1 


Technical  Notes 

The  locsely  woven,  plain-w^eave  canva.s  has  numerous  slubs  and 
irregularities  and  is  unhned.  The  painted  picture  surface  does  not 
continue  to  the  tacking  margins,  which  are  intact  and  contain  a 
single  set  of  tacks,  confirming  that  the  dimensions  are  original. 
The  opaque,  off-white  ground  was  commercially  applied.  Infrared 
reflectography  reveals  a  few  faint  painted  lines  that  outline  the 
horses  and  possibly  the  branches.  Lebduska  rendered  the  painting 
directly  \^'ith  opaque  paint  and  loose  brushwork.  A  few  stippled 
textures  with  low  impasto  are  evident,  mainly  on  the  trees  and 
clouds,  and  the  can\'as  texture  is  prominent  (A'erall.  Under  specu- 
lar illiuuination,  paint  strokes  in  the  underlying  paint  reveal  forms 
that  were  later  covered  (for  example,  the  red  and  orange  leaves 
painted  on  top  of  the  horse's  tail,  right  edge).  The  underdrawing 
of  the  proper  right  front  leg  of  the  second  horse  from  the  right 
continues  beneath  the  painted  body  of  the  fourth  horse.  Lebduska 
also  appears  to  have  slightly  reduced  the  proper  left  back  hoof  of 
the  first  horse  on  the  left.  A  few  fine,  vertical  mechanical  cracks 
have  developed  near  the  center  of  the  painting.  Museum  conser- 
\'ation  staff  treated  the  painting  in  2005,  at  which  time  surlace 
grime  and  a  discolored  varnish  were  removed,  a  satiu-ating  layer 
of  mastic  was  applied,  and  a  few  small  paint  losses,  mainly  on  the 
edges,  were  retouched. 

Provenance 

To  [ohn  McGowan,  New  York;  to  (Parke-Bernet  Galleries,  New 
York,  6  March  1948,  lot  103);  to  Elizabeth  Calvi]i  Bonner,  Charles- 
ton, S.C.,  1948;  to  NAMA,  2003. 

Reference 

Parke-Bernet  Galleries,  New  York,  6  March  1948,  lot  103. 


Technical  Notes 

The  tightly  woven,  heavyweight,  plain-weave  canvas,  wdth  numer- 
ous slubs  and  irregularities,  reiuains  attached  to  its  original 
stretcher.  Littlefield  applied  an  opaque,  mediiuu  pink  ground 
before  rendering  the  landscape  directly  \\A\h  opaque,  thick,  paste- 
like  paint.  The  highly  textured  surface  consists  of  prominent  brush- 
work,  broad  paint  strokes,  stippled  textures,  and  some  areas  of 
scraped  paint.  The  pigmented  ground  layer  is  evident  throughout 
the  painting  in  pinpoint-size  areas  left  uncovered  by  the  thick  paint 
strokes.  The  impasto  ranges  from  low  to  high.  A  few  small  areas 
of  localized  mechanical  ci'acks  are  evident.  Slight  undulations  in 
the  central  region  of  the  canvas  probably  relate  to  the  thick  paint 
application.  There  appears  to  be  a  small  amount  of  retouch,  pri- 
marilv  located  on  the  edges.  Museum  consen'ation  stab  ti-eated 
the  painting  in  1997,  at  which  tiiue  flaking  paint  \\'as  consofidated, 
discolored  natural  resin  varnish  was  remoN'ed,  and  a  SouK  ar  var- 
nish with  a  semigloss  sheen  was  applied. 

Provenance 

Ralph  de  Son^eri  Childs  and  Sally  McAll  Ghilds,  Kansas  City,  Mo., 
by  1933;  to  NAMA,  1935. 

Exhibitions 

John  Becker  Galleiy,  New  York,  Wm  H.  Littlefield:  An  Exliihition 
of  Painliniis  and  Drawings,  9  Februaiy-3  March  1931,  no.  7  (as 
SJwre  and  Marshes,  Seeo)}nesset  Hills);  Thayer  Museum  of  Art, 
University  of  Kansas,  Lawrence,  William  Littlefield  Exhibition, 
1  December  1946-25  Januaiy  1947,  no  cat. 

References 

Wm  H.  Littlefield:  An  Exhibition  of  Paintings  and  Drawin(i_s,  exh. 
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cat.  (New  York:  John  Becker  Gallen',  1931),  unpaginated  (as  Shore 
and  Marshes,  Seconnesset  Hills)-  "Liberal  with  Art,"  Kansas  Citij. 
1  Januan-  1936,  S  (as  Saeonnesset  Hills)-  "Littlefiekl  Paintings," 
Laicrenee  (Ka)is.)  Joiinial-Worhh  7  December  1946,  8. 

Note 

1.  Tlu'  William  Horace  Littlefiekl  Papers,  Arcliix  es  of  American  Art,  Smithson- 
ian Institution,  reler  to  the  painting  \  arionslv  as  The  Sliorc  and  Marshes, 
Sacoijcssci-  Siiorc  and  Marshes.  Sarouessel:  and  Sliich/  of  Shore  and 
Mareltes  Saeoitesset  Hills,  Faliiioiilli,  Mass. 


LUIGI  LUCIONI  (1900-1988) 
VieiDofMalnafe,  1929 

Oil  on  can\  as 

i(S'/i6  X  20V2  in.  (45.9  X  52.1  cm) 

Signed  and  dated  lower  right:  L.  Lncioni  1929. 

Gift  of  Mr  and  Mrs.  D.L.  fames  dn-ough  the  FricMids  of  Art,  :3,5-:3,38 


Technical  Notes 

The  fine,  tightly  woven,  lightweight,  plain-weave  canvas  is  nnlined; 
however,  a  piece  of  thick  paper  has  been  inserted,  without  adhe- 
sive, between  the  canvas  and  the  stretcher.  The  tacking  margins 
are  intact,  and  the  painted  pictnre  surface  does  not  extend  to  the 
tacking  margins,  indicating  that  the  dimensions  are  original.  The 
opacjue,  off-white  ground  was  probably  applied  by  a  commercial 
manufacturer.  Lncioni  painted  the  landscape  directly,  using  fluid, 
opa(j[ue  paint.  The  paint  surface  is  thin,  with  veiy  low  stippled  tex- 
tures in  the  clouds  and  the  stucco  of  the  foreground  building.  Fine 
paint  strokes  define  nmnerous  details  of  the  composition.  A  few 
minor  paint  losses  are  present  in  the  upper  right  corner  and  on  the 
edge  of  the  clock  tower  near  the  center.  OnK-  a  few  small  areas  of 
retouch  are  apparent,  mainlv  on  the  edges.  The  varnish  is  dark  and 
discolored,  causing  an  overall  shift  in  tonafity. 


Provenance 

To  (Ferargil  Galleries,  New  York,  by  1930);  D.L.  and  Lilly  uS. 
James,  Kansas  City,  Mo.,  by  1934;  to  NAMA,  1935. 

Exhibitions 

Ferargil  Galleries,  New  York,  Paintinos  of  Italy.  Luioi  Lncioni, 
3-15  Februaiy  1930,  no.  7;  probably  Ferargil  Galleries,  New 
York,  ["Sumiuer  Show"],  JuK'  1931,  no  cat.;  Rhode  Island 
School  of  Design,  Providence,  Annnal  Exhibition  of  Contenipo- 
ranj  American  Paintiiif^s,  6  October-3  November  1931,  no.  26; 
Milwaukee  Art  Institute,  Laig/  Lncioni,  October  1932,  no  cat.; 
Rhode  Island  School  of  Design,  Pro\'idence,  ["Paintings  b)'  Luigi 
Lncioni"],  5  December  1932-6  Januan'  1933,  no  cat.;  WiUiam 
Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts,  Kansas  Gitv,  Mo.,  Eleven  Coirteinporanj  American  Painters, 

I  April-i  May  1934,  no  cat.;  Coe  College,  Cedar  Rapids,  Iowa, 
Third  Fine  Aiis  Festival,  2-22  Januaiy  1955,  no  cat.;  Wichita  Ait 
Museum,  Kans.,  Paintings  Loaned  hi/  ihe  Friends  of  Art  Col- 
lection, William  Rockhill  Nelson  Gallenj  and  Atkins  Museum, 
Kansas  Citij,  22  April-6  May  1956,  no  cat.;  Hackley  Art  Galleiy, 
Muskegon,  Mich.,  Distinguished  Americans,  30  September- 
28  October  1956,  no  cat. 

References 

Ruth  Green  Harris,  "Various  Attractions  in  Ne\\'  York  Art  Galler- 
ies," New  York  Times,  9  Februan'  1930,  X12;  Paintings  of  Italy: 
Luigi  Lucioni,  exh.  cat.  (New  York:  Ferargfl  Gafleries,  1930), 
unpaginated;  probably  T.  C.  Linn  Jr.,  "Midsuiumer  Acti\ities 
in  Art  at  Home  and  ni  Europe,"  Nexc  York  Times,  26  fuK'  1931, 
X5;  Catalogue  of  Annual  Exhibition  of  Conteniporanj  America)} 
Paintings,  exh.  cat.  (Providence:  Rhode  Island  School  of  Design, 
1931),  unpaginated;  "Luigi  Lucioni,"  Bulletin  of  the  Milwaukee 
An  Institute  6  (October  1932),  5;  Neivs  Flashes  (Wflliam  Rockhill 
Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  2 
(1  December  1932),  unpaginated;  "Paintings  by  Luigi  Lucioni 
Shown  at  School  of  Design,"  Providence  (R.I.)  Suiulay  Journal, 

II  December  1932,  Society-Art-Music  sec,  ii;  M.K.P,  "In  Gal- 
leiy and  Studio:  News  and  Views  of  the  Week  in  Art,"  Kansas  City 
Star,  29  November  1935,  14;  "Art  News,"  Kansas  City  Jounud- 
Post,  8  December  1935,  2B;  "A  Modern  Ac({uisition,"  Kansas 
City  journal-Post,  8  December  1935,  2B;  "Liberal  with  Art,"  Kan- 
sas City  Star,  1  Januaiy  1936,  8  (as  View  of  Nalnate)-,  "Galleiy 
Changes,"  Neics  Flashes  (William  Rockliill  Nelson  Galleiy  of  Art 
and  Maiy  Atkins  Museum  of  Fine  Arts)  2  (1-16  Januaiy  1936),  2; 
"Friends  of  Art,"  Neics  Flashes  (William  Rockhill  Nelson  Galleiy  of 
Art  and  Man'  Atkins  Museum  of  Fine  Arts)  2  (1-15  March  1936), 
4;  "Friends  of  Art,"  News  Flashes  (William  Rockhill  Nelson  Gal- 
leiy of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  2(15-31  March 
1936),  3;  "Art  News,"  Kansas  City  fournal-Post,  27  December 
1936,  2B;  "Important  Steps  toward  Becoming  Art  Center  by  Kan- 
sas Citv'  in  1936,"  Kansas  City  Star,  27  December  1936,  2B;  "Prod- 
uct of  Luigi  Lucioni,"  Kansas  City  Jounud-Post ,  23  Jul)'  1939,  14; 
"Lusionis  [sic]  'Ethel  Waters'  Mastei-piece  at  Galleiy,"  Kansas 
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Citij  Journal,  j  April  1940,  Women's  sec,  7  (as  Malnate)\  NAM  A 
1941,  166;  "Modem  Painters  Are  Aided  by  die  Friends  of  Art," 
Kansas  Citij  Star,  13  April  1947,  9D;  Winifred  Shields,  "A  Special 
Collection  of  Works  Is  Growing  at  Nelson  Galleiy,"  Kansas  City 
Star,  19  May  1950,  28;  Ticoitij-five  Years  of  Paintinp^,  1925-19,50, 
exh.  cat.  (New  York:  Associated  American  Artists  Galleries,  1951), 
unpaginated;  Winifred  Shields,  "Key  Role  at  Art  Gallery  Filled  by 
Society  of  500,"  Kansas  City  Star,  4  Januaiy  1953,  8D;  NAMA 
i959>  257;  NAMA  1973,  253. 


Stanton  Macdonald-Wright  (1890-1973) 
Self-Portrait,  c.  1907-9 

Oil  on  canvas 

19%  X  15%  in,  (49.9  X  39.7  cm) 

CJift  of  the  Enid  and  Crosby  Kemper  Foundation,  F89-39 

Technical  Notes 

The  fine,  tightly  woven,  plain-weave  linen  canvas  has  been  lined 
using  BEVA  film  adhesive.  The  original  tacking  edges  have  been 
partially  removed.  Over  the  opaque,  light  gray  ground,  Macdonald- 
Wright  defined  the  face  and  body  with  broad,  loose  black  paint 
strokes.  These  outlines  are  also  present  above  the  paint  layer 
and  are  an  integral  part  of  the  final  composition.  He  painted  the 
portrait  directly,  with  opa(:|ue,  pastelike  paint  and  loose,  promi- 
nent brushwork.  A  few  stippled  textures  and  low  impasto  are 
visible  throughout.  Mechanical  cracks  are  evident  overall,  and  faint 
stretcher  cracks  have  developed  on  the  right  and  left  edges.  A  small 
amount  of  retouch  is  concentrated  on  the  outermost  edges,  aiid 
there  appears  to  be  a  small  scratch  on  the  proper  right  temple  that 
was  carefully  retouched  when  Museum  conservation  staff  treated 
the  painting  in  1990.  At  that  time,  insecure  areas  of  paint  were 


stabilized,  a  discolored  natural  resin  varnish  and  overpaint  were 
removed  from  the  surface,  previous  lining  materials  were  mechan- 
ically removed,  the  original  canvas  was  humidified  and  flattened  to 
reduce  cupping,  a  small  tear  in  the  canvas  was  repaired,  the  canvas 
was  retinnied  to  its  original  dimensions,  relined,  and  attached  to 
a  new  stretcher,  a  synthetic  varnish  was  applied,  and  paint  losses 
were  filled  and  retouched. 

Provenance 

To  estate  of  the  artist,  1973;  to  (Joseph  Chowning  Gallery,  San 
Francisco,  bv  1987);  to  (Morgan  Gallery,  Kansas  City,  Mo.,  1989); 
to  Enid  and  Crosby  Kemper  Foundation,  Kansas  City,  Mo.,  1989; 
to  NAMA,  1989. 

Exhibitions 

Possibly  Los  Angeles  County  Museimi,  A  Retrospective  Shoiving 
of  the  Work  of  Stanton  Macdonald-Wright:  A  Loan  Exliibition, 
19  Januaiy-19  February  1956,  no.  9;  ARCO  Center  for  Visual  Art, 
Los  Angeles,  Stanton  Macdonald-Wright:  Paintings,  190,3-1973, 
25  September-3  November  1979,  no  cat.;  University  of  South- 
ern Cahfornia  Atefier  Gafleiy  in  the  Santa  Monica  Place,  Stanton 
Macdonald-Wright  Returns ,  16  November  1985-12  Januan'  1986, 
no  cat.;  Oakland  Museum,  Calif.,  The  Artists  of  California:  A 
Group  Portrait  in  Mixed  Media,  14  November  1987-24  July  1988 
(traveled),  un]iumbered;  North  Carolina  Museum  of  Art,  Raleigh, 
Color,  Mijth,  and  Music:  Stanton  Macdonald-Wright  and  Sijnchro- 
misni,  4  March  2001-24  Februaiy  2002  (North  Carolina  Museum 
of  Art  and  Los  Angeles  County  Museum  of  Art  only),  no.  1. 

References 

Possibly  A  Retrospective  Showing  of  the  Work  of  Stanton 
Macdonald-Wright:  A  Loan  Exhibition,  exh.  cat.  (Los  Angeles:  Los 
Angeles  County  Museum,  1956),  lo;  Hemy  Clausen,  "Recollec- 
tions of  SMW,"  A;;i(?ncr/n  Art  Review  1  (Januaiy-Februaiy  1974), 
56;  David  S.  Rubin,  "Stanton  Macdonald-Wright,"  Art.s  Magazine 
54  (December  1979),  9;  "Stanton  Macdonald-Wright  Returns," 
Atelier  (School  of  Fine  Arts,  Universitv  of  Southern  California), 
Winter  1985,  lo;  The  Artists  of  California:  A  Group  Portrait  in 
Mixed  Media,  exh.  cat.  (Oakland,  Cafif.:  Oakland  Museum,  1987), 
unpaginated;  Laura  Caruso,  "O'Keeffe's  Itinerant  'Jonquils'  Pauses 
at  Art  Institute,"  Kansas  City  Star,  10  Februaiy  1991,  J4;  NAMA 
1991,  162-63;  "A  Formidable  Man,"  Santa  Monica  Mirror  3 
(1-7  August  2001),  1;  Wifl  South  et  ak,  Color,  Myth,  and  Music: 
Stanton  Macdonald-Wright  and  Synchronism,  exh.  cat.  (Raleigh: 
North  Carolina  Museum  of  Art,  2001),  17-18,  171. 
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Thalia  Wescott  Malcolm  (1878-active  1941) 
Green  Table,  1937 

(Table  du  Jardin  Venae-  Green  Table  and  GladiolasY 
Oil  on  canvas 

^g'Vn  X  31%  in.  (100  X  81  cm) 
Signed  lower  center:  MALCOLM. 
Gift  of  the  artist,  44-10 

Technical  Notes 

The  loosely  woven,  plain-weave  canvas  is  unlined,  and  the  thin, 
opaque,  off-white  ground  was  commercially  applied.  The  intact 
tacking  margins  indicate  that  the  dimensions  are  original.  The 
foreground  appears  to  have  been  undei-painted  with  an  opacjue, 
muted  pink  paint.  Malcolm  painted  the  still  life  directly  with  thin, 
pastelike  paint  and  appears  to  have  added  a  few  medium-rich, 
glazelike  paint  strokes  to  the  flowers.  A  few  thick  briLshstrokes  in 
the  underlying  paint  layer  do  not  correspond  to  the  final  composi- 
tion and  may  indicate  changes  the  artist  made  to  the  book  and  top 
edge  of  the  table.  A  few  localized  mechanical  cracks  have  devel- 
oped in  the  thick  paint  of  the  flowers.  Two  scratches  in  the  paint 
are  located  on  the  left  side  of  the  bottom  edge.  One  small  loss  of 
red  paint  in  the  impasto  of  a  flower  near  the  top  of  the  light  edge 
exposes  the  ground,  and  another  small  paint  loss  is  located  near 
the  bottom  right  corner  A  few  pinpoint  losses  of  paint  are  present 
in  the  top  edge  of  the  green  background.  The  painting  appears  to 
be  unvarnished. 

Provenance 
To  NAMA,  1944. 

Exhibition 

Durand-Ruel  Galleries,  New  York,  ExhihUion  of  Faintinos  by 
Thalia  Malcolm,  16  November-11  December  1937,  no.  19. 


References 

H[oward]  D[evree],  "By  Groups  and  Women,"  New  York  Times, 
21  November  1937,  Xii  ins  Green  Table  and  GladioIas);Exhilnlion 
ofPainfin<is  J)ij  Thalia  Malcobn,  exh.  cat.  (New  York:  Durand-Ruel 
Galleries,  1937),  unpaginated. 

Note 

1.  The  title  Table  du  Janliu  Vence  is  painted  in  black  on  the  liori/.ontal  cross- 
bar of  the  stretclier,  which  is  original. 


Charles  C.  Markham  (1837-1907) 
Potiraif  of  Master  James  Kbv^sleij,  c.  1870 

Oil  on  canvas 

30  X  25  in.  (76.2  X  63.5  cm) 

(;ift  of  Mr.  Henry'  G.  Riegner,  Si-45 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined,  prob- 
ably using  a  glue-based  adhesive.  The  tacking  margins  have  been 
removed,  making  it  impossible  to  determine  if  the  dimensions  are 
original.  Over  the  opaque,  off-white  ground,  Markham  appears  to 
have  underpainted  parts  of  the  composition.  The  followng  col- 
ors are  visible  between  traction  cracks:  gray  paint  (left  edge),  red 
paint  (upper  right  (quadrant),  and  teal  paint  (bottom  left  corner). 
Markliam's  underdra\\ing,  which  he  applied  with  a  bi-ush.  is  visible 
beneath  the  face  in  normal  light.  Markham  painted  the  portrait 
indirectlv,  with  thin  layers  of  fluid,  opaque,  medium-iich  paint  and 
transparent  glazes.  Wide  mechanical  cracks  ha\'e  formed  overall. 
Spiral  impact  cracks  and  traction  cracks  have  developed  in  places. 
A  mended  vertical  tear  is  located  in  the  upper  right  (|ua(lrant.  A 
vertical  band  of  sHghtly  tented  but  stable  paint  is  evident  on  the 
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right  side  of  the  painting.  The  brown  gla/e  of  the  face  and  the 
proper  right  collar  is  slightly  abraded.  A  few  somewhat  large  areas 
of  retouch  are  found  on  the  chin,  below  the  proper  right  ear,  and 
on  the  mended  tear.  Small  areas  of  retouch  are  scattered  thi-ough- 
out,  and  there  appear  to  be  a  few  strengthening  sti'okes  of  over- 
paint  on  the  figure  and  background.  The  \'arnish,  which  is  probably 
synthetic,  has  a  moderately  high  sheen. 

Provenance 

Private  collection;  to  Louis  de  Querault,  Count  Pie  de  Concha, 
Segovia,  by  bequest;  to  Heniy  G.  Riegner,  Brooklyn,  N.Y.,  by  gift, 
c.  1935;  to  NAMA,  1981. 

Related  Work 

Portrait  of  Masterjomcs  Kinfisley,  oil  on  can\'as,  1870, 45'/*  x  35'/!  in. 
(114.9  ^  89-5  '^'11'')'  Hirschl  &  Adler  Galleries,  New  York. 


Reginald  Marsh  (ls98-1954) 

Pavonia — Jersey  City,  1928  + 
(Street  Scene,  Twelfth  Avenue) 

Oil  on  canvas 

2o'/s  X  3o'/i  in.  (51.1  X  76.8  cm) 

Signed  and  dated  lower  right:  Reginald  m.a.rsh  192S 
Purcha.se:  acquired  through  the  generosit)'  of  the  Union  Pacific 
Foundation,  Mrs.  Herbert  O.  Peet,  and  the  Nelson  Galleiy 
Foundation.  F90-37 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  is  unlined.  The  opaque, 
light  gray  groimd  was  commercially  applied.  Marsh  appears  to  have 
applied  a  warm  brown  imprimatura  overall.  He  then  defined  the 
figures  with  loose,  fine  strokes  of  black  paint,  which  form  an  integral 
part  of  the  final  composition.  He  painted  the  street  scene  indirectly, 
with  opaque  paint  and  transparent  glazes.  The  composition  is  thinly 
painted  overall,  and  the  texture  of  the  canvas  weave  is  prominent. 
The  top  corner  of  the  building  on  the  right  side  was  raised  slightly, 
and  the  earlier  position  remains  visible.  Lifrared  reflectography 
reveals  that  Marsh  reduced  the  legs  of  the  male  figure  standing  on 


the  curb  to  the  right  of  the  female  figm-e,  repositioned  the  proper 
right  leg  of  the  female  figure,  and  initially  planned  to  paint  a  square 
shape  beside  the  man  standing  closest  to  the  train.  A  stretcher 
crack  has  formed  on  the  top  edge.  A  slightly  raised,  diagonal 
feather  crack  (no  instabilit}-'),  caused  by  a  scratch  to  the  back  of  the 
canvas,  is  apparent  near  the  center  of  the  painting.  A  small  scratch 
near  the  center  of  the  left  edge  was  carefully  retouched.  The 
varnish,  which  is  probably  natural  resin,  is  slightly  discolored. 

Provenance 

To  Felicia  Meyer  Marsh  (wdfe  of  the  artist).  New  York;  to  (Frank 
K.  M.  Rehn  Galleries,  New  York,  1974);  to  Robert  Simpson,  Pa.,  by 
1976;  to  (Hirschl  &  Adler  Galleries,  New  York,  1981);  to  Manoo- 
gian  Collection,  Tavlor,  Mich.,  198 1;  Mr.  and  Mrs.  Steve  Ross,  Los 
Angeles,  1982;  to  Steven  Spielberg,  Los  Angeles,  by  gift;  to  Amy 
Lving,  Los  Angeles,  c.  1989;  to  (Hirschl  &  Adler  Galleries,  New 
York,  1990);  to  NAMA,  1990. 

Related  Works 

Sketch  of  train,  c.  1928,  graphite  on  paper,  4Y2  x  6  in.  (11.4  x 
15.2  cm).  Metropolitan  Museum  of  Art,  New  York;  Study  for 
Pavonia — Jersci/  Citij,  c.  1928,  graphite  on  paper,  4Y2  x  6  in. 
(11.4  X  15.2  cm).  Metropolitan  Museum  of  Art,  New  York;  Study 
for  Pavonia — Jersetj  Citij,  c.  1928,  graphite  on  paper,  4V2  x  6  in. 
(11.4  X  15.2  cm),  Metropolitan  Museum  of  Art,  Nev/ York. 

Exhibitions 

Whitney  Studio  Galleiies,  New  York,  ["Kenneth  Frazier,  Regi- 
nald Marsh,  Isabel  Whitney"],  [mid-November-mid-December 
1928],  no  cat.;  Frank  K.  M.  Rehn  Gallery,  New  York,  Early  Paint- 
in^is  hij  Reginald  Marsh,  25  No\-ember-3i  December  1974,  no 
cat.;  Hirschl  &  Adler  Galleries,  New  York,  and  Williams  College 
Museum  of  Art,  WiUiamstowi,  Mass.,  Second  WiUiams  College 
Ahunni  Loan  Exhihitio)i  in  Cck'J)ration  of  the  ^oth  Anniversary 
of  the  Williams  College  Museum  of  Art  and  in  Honor  of  President 
John  W.  Chandler  and  Professor  S.  Lane  Faison  Jr.  1  April-i3june 
1976  (traveled),  unnumbered  (as  Street  Scene,  Twelfth  Avenue). 

References 

"Reginald  Marsh,"  Arts  Magazine  49  (Februaiy  1975),  13  (as 
Street  Scene);  Second  Williams  College  Ahimni  Loan  Exhibition 
in  Celebration  of  the  ^oHi  Atiniversary  of  the  Williams  College 
Museum  of  Art  and  in  Honor  of  President  John  W.  Ciunidler  and 
Professors.  Lane  Faison  ]r,i^A\.  cat.  (Williamsto\\ni,  Mass.:  ^^'illiams 
College,  1976),  20,  57  (as  Street  Scene — Twelfth  Avenue);  Liz 
Seaton,  "Nelson  Acquires  a  Sfice  of  Git)'  Life,"  Kansas  City  Star. 
2  June  1991,  Ii,  I4  (as  Street  Scene,  Twelfth  Avenue);  Margaret  C. 
Omrads,  "American  Realist  Paindng  Enters  Collection,"  Calen- 
dar of  Events  (Nelson-Atkins  Museum  of  Art),  June  1991,  1-2 
(as  Street  Scene,  Twelfih  Avenue);  NAMA  1991,  5-6,  155-56  (as 
Street  Scene,  Twelfth  Avenue);  NAMA  1993a,  247  (as  Street  Scene, 
Ticelfth  Avenue);  James  Walter  Ellis,  "The  Fourteenth  Street 
School,"  Ph.D.  diss..  Case  Western  Resei-ve  Universits',  2003, 
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logngQ  i'^^  Street  Scene,  Twelfth  Avenue);  Norman  Sasowsky,  Cata- 
logue of  Reginald  Marsh  Paintings,  MS,  vol.  3,  no.  28-17  (as  Street 
Scene  in  Front  of  "Cafe  Restaurant"). 


Provenance 

To  Felicia  Meyer  Marsh  (wife  of  the  artist),  New  York;  to  NAMA, 
1979- 


Reginald  Marsh  (is98-1954) 
Untitled,  c.  1948 

Oil  on  Masonite 

16  X  20  in.  (40.6  X  50.8  cm) 

Signed  and  dated  lower  right:  4[?]  /  Reginald  Marsh 
Bequest  of  Felicia  Meyer  Marsh,  79-23/1 

Technical  Notes 

Marsh  primed  the  Masonite  panel  with  an  opaque,  bright  white 
ground.  He  then  applied  an  opaque,  gray  imprimatura,  followed 
by  a  dark  brown,  transparent  wash  applied  overall.  He  loosely  out- 
lined the  figures  with  fine  strokes  of  dark  brown,  slightly  trans- 
parent paint,  before  painting  them  with  thin,  fluid,  medium-rich 
paint.  Highhghts  on  the  figures  were  created  with  tliin  washes  of 
pink  and  beige  paint,  and  warm  brown  washes  were  applied  to  the 
shadows.  The  sketchlike  rendering  and  thin  paint  application  pro- 
duce a  very  transparent  composition.  A  faint  flesh  tone  is  evident 
near  the  legs  of  the  central  figure  and  may  indicate  a  change  in  her 
proper  right  leg.  A  few  losses  of  paint  and  ground  are  located  in  the 
figures  and  along  the  edges.  These  losses  reveal  red  paint  beneath 
the  central  figure  and  teal  paint  beneath  the  woman  on  the  left, 
which  may  relate  to  an  earlier  composition.  Numerous  gouges  in 
the  wet  paint  were  formed  on  the  top  edge,  between  the  central 
and  right  figures.  In  this  same  region,  there  are  several  scratches 
in  the  paint.  Small  areas  of  retouch  are  scattered  throughout,  and 
a  few  gouges  in  the  paint  were  retouched  without  the  use  of  fill 
material.  The  painting  appears  to  be  unvarnished,  based  on  the 
uneven  surface  sheen. 


Reginald  Marsh  (189S-1954) 
Untitled,  1953 

Oil  oil  wood  panel 

SYiH  X  1%  in.  (13.2  X  4.8  cm) 

Signed  and  dated  lower  right:  M53 

Bequest  of  Felicia  Meyer  Marsh,  79-23/2 

Technical  Notes 

The  wood  panel  is  primed  with  a  layer  of  what  appears  to  be 
opaque,  briglit  white  gesso,  smoothly  applied.  The  outer  edges  of 
the  panel  are  unprimed,  and  the  top  and  bottom  edges  are  jagged; 
however,  two  black  lines  beneath  the  paint  marking  the  top  and 
left  edges  suggest  that  the  dimensions  are  original.  Marsh  appears 
to  have  applied  a  dark  brown  wash  overall  before  loosely  position- 
ing the  figure  with  medium  gray  paint  strokes  and  rendering  it 
with  thin,  fluid  layers  of  transparent  paint.  He  applied  thin,  some- 
what opaque,  white  paint  to  the  proper  right  side  of  the  face,  arms, 
and  legs.  Somewhat  thicker  paint  is  present  on  the  hair  and  skirt. 
Several  short  brush  hairs  are  embedded  in  the  paint,  and  a  few 
large  particles  of  green  pigment  are  visible  on  the  bodice.  A  few 
minor  abrasions  and  pinpoint  paint  losses  are  located  on  tlie  outer- 
most edges.  There  is  one  area  of  retouch  near  the  upper  left  corner. 
A  yellow-brown  fluorescence,  apparent  under  ultraviolet  radiation. 
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suggests  the  presence  of  a  natural  resin  varnish,  but  it  may  also 
relate  to  the  medium  of  the  paint. 

Provenance 

To  FeUcia  Meyer  Marsh  (wife  of  the  artist),  New  York;  to  NAMA, 
1979- 


Reginald  Marsh  (1898-1954) 
Untitled,  c.  1953-54 

Tempera  and  oil  on  Masonite 

6'/i6  X  2-yK-i  in.  (15.4  X  5.8  cm) 

Signed  lower  right:  R.  Marsh 

Bequest  of  Felicia  Meyer  Marsh,  79-2,3/3 

Technical  Notes 

The  Masonite  panel  is  covered  with  a  layer  of  what  appears  to  be 
opaque,  bright  white  gesso,  applied  with  thick  horizontal  brush- 
strokes that  are  visible  under  specular  illumination.  Marsh  initially 
defined  the  figure  with  loose,  gray  paint  strokes  before  painting 
her  with  thin,  fluid,  transparent  egg  tempera  paint.  Thin,  orange 
washes  applied  to  the  limbs  may  be  oil  paint.  Marsh  applied 
extremely  fine,  expressive  black  paint  strokes  above  these  washes 
to  further  define  the  body  and  facial  features.  Opacjue,  somewhat 
thick,  white  highfights  were  applied  in  oil  to  the  proper  right  side 
of  the  face  and  head,  neck,  anus,  bottom  of  the  skirt,  and  legs.  Oil 
glazes  may  have  also  been  applied  throughout  as  part  of  the  layer- 
ing technique.  Extremely  short,  horizontal  lines  along  the  center  of 


the  body,  from  the  neck  to  the  middle  of  the  skirt,  may  have  been 
applied  to  help  Marsh  transfer  this  image  to  a  larger  composition, 
as  the  marks  were  applied  on  top  of  the  paint  layer  and  do  not 
relate  to  an  underdrawdng.  A  few  minor  paint  losses  are  located  on 
the  outermost  edges. 

Provenance 

To  Fehcia  Meyer  Marsh  (wife  of  the  artist),  New  York;  to  NAMA, 
1979- 


Fletcher  Martin  (1904-1979) 
Celebration,  1939  + 

Oil  on  canvas 

3o!/8  X  25'/s  in.  (76.5  x  63.8  cm) 

Signed  and  dated  lower  left:  fletcher  martin  /  1939 

Gift  of  the  Trustees  of  die  Kansas  City  Art  Institute,  41-4,5 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  numerous  slubs  and 
irregularities  and  is  unlined.  The  tacking  margiiis  are  intact.  The 
opaque,  off-white  ground  was  conuuercially  applied.  Infrared 
reflectography  (IRR)  reveals  that  Martin  loosely  outlined  the  com- 
position with  dark  paint,  and  many  of  these  outlines  are  visible 
in  normal  light.  Martin  rendered  the  composition  directly  with 
opaque  paint  and  loose,  prominent  brushwork.  The  consistency 
of  the  paint  )-anges  from  thiit  and  ffuid  to  thick  and  pastelike,  with 
low  impasto.  Thick,  diagonal  paint  strokes  beneath  the  face  sug- 
gest that  Martin  initially  painted  the  hat  co\  ering  the  ear,  eye,  and 
hair.  IRR  also  reveals  that  Martin  )-educed  the  proper  right  sleeve 
slightly  and  omitted  several  elements  present  in  the  underdraw- 
ing. A  few  fine  mechanical  cracks  are  evident  under  magnification, 
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and  a  stretcher  crack  lias  de\  el()ped  on  the  bottom  edge.  Museum 
consen'ation  staff  treated  the  painting  in  1981,  at  which  time  a  dis- 
colored \  arnish  was  removed  and  a  synthetic  varnish  was  applied. 

Provenance 

To  (Midtown  Galleries,  New  York,  1940);  to  NAMA,  1941. 
Exhibitions 

Los  Angeles  Museum,  Fletcher  Maiivu  1-30  December  1939, 
no.  7;  Midtown  Galleries,  New  York,  ["Retrospective  Group  Exhi- 
bition"], }une-Julv  1940,  no  cat.;  Midtown  Galleries,  New  York, 
Fletcher  Ma liin:  Exhibition  of  Paintitigs.  11-30  Nox  ember  1940, 
no.  2;  Pennsvlvania  Academv  of  the  Fine  Arts,  Philadelphia,  The 
One  Hundred  and  Thiiiij-si.xlh  Annual  Exhihitioi  of  Faintin<i^  and 
Sculpture,  26  Januaiy-2  March  1941,  no.  378;  William  Rockhill 
Nelson  Galleiy  of  Ait  and  Mary  Atkins  Museum  of  Fine  Arts, 
Kansas  Gity,  Mo.,  Faintiw^s  a)id  Draicin<i^s  bij  Fletcher  Mai~tin, 
28  September-2  November  1941,  no  cat.;  Midtown  Galler- 
ies, New  York,  Tenth  Anniversarij  Loan  Exliibition,  3-21  March 
1942,  no.  10;  Springfield  Museum  of  Fine  Arts,  Mass.,  Ameri- 
can Life,  'Z'Z  November-31  December  1942,  no.  20;  Wichita  Art 
Museum,  Kans.,  Fainfuit^H  Loaiied  bij  the  Friends  of  Ari  Collection, 
William  RockJull  Nelson  Gallenj  and  Atkins  Museum,  Kansas  City, 
22  April-6  May  1956,  no  cat.;  Hackley  Art  Galleiy,  Muskegon, 
Mich.,  Distinguished  Americans,  30  September-28  October  1956, 
no  cat.;  Wichita  Art  Museum,  Kans.,  The  Neglected  Generation 
of  America)}  Realist  Painters:  IQ20-1Q48,  2  May-14  June  1981, 
unnumbered;  Gharlotte  Grosby  Kemper  Galleiy  and  Kansas  Gity 
Art  Institute,  Mo.,  Kansas  City  Collects  KCAl,  5-26  Januaiy  1985, 
unnumbered. 

References 

Alma  May  Gook,  "Fletcher  Martin  Shows  Sign  of  Cdianging  Style 
in  Newest  Exhibition,"  Los  Angeles  Evening  Herald  and  Express, 
9  December  1939,  B4;  Arthur  Millier,  "The  Art  Thrill  of  the  Week," 
Los  Angeles  Times,  10  December  1939,  sec.  3,  8;  "MiUier  Thrilled," 
Art  Digest  14  (15  December  1939),  26;  Fletcher  Mariin,  exh.  cat. 
(Los  Angeles:  Los  Angeles  Museum,  1939),  unpaginated;  Howard 
Devree,  "A  Reviewer's  Notebook:  How  the  Occident  Looks  to 
the  Orient — Museum  and  Galleiy  Activities,"  New  York  Times, 
9  Jmie  1940,  X7;  Howard  Devree,  "Summer  Spreads  Rs  Diverse 
Feast,"  New  York  Ti)nes,  7  July  1940,  X12;  Ted  Gook,  "Fletcher 
Martin,"  California  Aris  and  Architecture  57  (September  1940)  17; 
Peyton  Boswell  Jr.,  "Fletcher  Martin:  Painter  of  Memories,"  Par- 
nassus 12  (6  October  1940),  8,  ii;  "Ex-Gob  Fletcher  Martin  Goes 
from  Hollywood  to  Iowa  to  Paint  and  Teach,"  LIFE,  1 1  November 
1940,  92;  "New  York  Introduced  to  Fletcher  Martin,"  Art  Digest  15 
(15  November  1940),  6;  Heniy  McBride,  "Groups  and  Indixidu- 
als,"  New'  York  Sun,  16  November  1940,  7;  J[eannette]  L[owe], 
"Sure  Touch  Out  of  the  West:  Fletcher  Martin,"  A/t  News  39 
(23  November  1940),  12;  Fletcher  Mariin:  Exhibition  of  Paint- 
ings, exh.  cat.  (New  York:  Midtowm  Galleries,  1940),  unpaginated; 
Peyton  Boswell,  "The  Pennsylvania  Annual,"  Art  D/ges'f  15  (1  Feb- 


ruai-y  1941),  3;  "i-Man  Art  Show  Is  Big,"  Kcnisas  City  Times,  29  Sep- 
tember 1941,  8;  "Martin's  Paintings  Displayed  at  Galleiy,"  Kansas 
City  Star,  2  October  1941,  7;  H[emy]  G.  H[askell],  "Fletcher  Mar- 
tin Takes  a  Bow  on  His  First  Local  Exhibit,"  Kansas  Citij  Star, 
3  October  1941,  20;  H[enry]  G.  H[askell],  "New  York  Galleiy-Goer 
Takes  American  Painters  for  a  Ride,"  Kansas  City  Star,  24  October 
1941,  18;  "Paintings  by  Fletcher  Martin,"  Gallery  Neics  (William 
Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts)  8  (October  1941),  i;  "Gift  to  the  Nelson  Art  Galleiy,"  Kcni- 
sas  City  Star,  27  November  1941,  8;  "News  and  Notes  of  Art," 
New  York  Times,  4  December  1941,  30;  "Museums  Buy  Numer- 
ous American  Pictures,"  Ari  Digest  16  (15  December  1941),  6; 
"Gift  of  Fletcher  Martin  Painting,"  Gallenj  News  (William  Rockhill 
Nelson  Galleiy  of  Art  and  Mary  Atldns  Museum  of  Fine  Arts)  8 
(December  1941),  8;  List  ofPaintiiigs,  Drawings,  and  Watercolors 
Included  i)i  One-Man  Exhibition  of  the  Works  of  Fletcher  Mariin, 
exh.  checklist  (Kansas  City,  Mo.:  William  Rockhill  Nelson  Galleiy 
of  Art  and  Mai-v  Atkins  Museum  of  Fine  Arts,  1941),  unpaginated; 
The  One  Hundred  and  Thiriy-sixth  An)iual  Exhibition  of  Paint- 
ing and  Sculpture,  e.xh.  cat.,  2nd  ed.  (Philadelphia:  Pennsylvania 
Academy  of  the  Fine  Arts,  1941),  unpaginated;  "Midtown  Gal- 
leries Mark  Tenth  Anniversaiy  with  All-Loan  Show,"  Ari  Digest 
16  (1  March  1942),  16;  "'American  Life'  E.xhibit  at  Springfield 
Museum,"  Springfield  (Mass.)  Sunday  Union  and  Republican, 
■Z'Z  November  1942,  6E;  Tenth  A)iniversary  Loan  Exliibition,  exh. 
cat.  (New  York:  Midtown  Galleries,  1942),  unpaginated;  Ameri- 
can Life,  exh.  brochure  (Springfield,  Mass.:  Springfield  Museum 
of  Fine  Arts,  1942),  unpaginated;  "Modern  Painters  Are  Aided  by 
the  Friends  of  Art,"  Kansas  City  Star,  13  April  1947,  9D;  Norman 
Kent,  "Fletcher  Martin:  A  Rugged  American  Artist,"  American 
Ariist  11  (December  1947),  16;  Winifred  Shields,  "A  Special  Co\- 
lection  of  Works  Is  Growing  at  Nelson  Galleiy,"  Kansas  City  Star, 
19  May  1950,  28;  Barbara  Ebersole,  Fletcher  Mariin  (Gainesville: 
University  of  Florida  Press,  1954),  x,  12,  45;  NAMA  1959,  257; 
NAMA  1973,  253;  Howard  E.  Wooden,  The  Neglected  Genera- 
tion of  A})wrican  Realist  Painters:  ig:]o-ig48,  e.xh.  cat.  (W'ichita, 
Kans.:  Wichita  Art  Museum,  1981),  45,  59;  Kansas  City  Collects 
KCAI,  exh.  cat.  (Kansas  Citv,  Mo.:  Kansas  Git)- Art  Institute,  1985), 
unpaginated;  NAMA  1991,  152-53;  Journal  of  the  An  wrican  Medi- 
cal Association  274  (27  December  1995),  1893,  cover. 
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George  Herbert  McCord  (1848-1909) 
Landscape ,  n.d. 

Oil  on  canvas 

i8'/4  X  3o'/t  in.  (46.4  x  76.8  cm) 

Signed  lower  right:  G.  H.  M'  Corcl 

Bequest  of  Mrs.  Walter  M.  Jaccard,  R61-2/6 

Technical  Notes 

The  medium-weight,  plain-weave  canvas  is  unhned,  and  the  tack- 
ing margins  are  intact.  The  opaque,  Hght  gray  ground  was  commer- 
cially applied.  McCord  appears  to  have  undei-painted  the  sky  with 
a  medium  gray  paint  before  rendering  the  landscape  indirectly 
with  layers  of  opacjue  paint  and  transparent  glazes.  The  consis- 
tency of  the  paint  ranges  from  pastelike  to  fluid  and  medium-rich. 
Wide  mechanical  cracks  have  formed  overall.  There  appears  to  be 
a  small  amount  of  paint  abrasion  in  the  sky  that  emphasizes  the 
canvas  weave.  Numerous  losses  of  paint  and  ground  are  present 
on  the  edges,  a  few  of  which  were  retouched  without  the  use  of  fill 
material.  An  uneven,  discolored  varnish,  which  is  probably  natui-al 
resin,  is  present  on  the  surface,  and  thick  yellowed  varnish  is  pres- 
ent in  the  interstices  of  the  paint. 

Provenance 

Gertrude  Elizabeth  (Mrs.  Walter  M.)  Jaccard,  Kansas  City,  Mo.; 
to  NAMA,  1961. 

References 

"Check  List  of  Acquisitions,  1962,"  Bulletin  (WiUiam  Rockhill  Nel- 
son Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  4  (Octo- 
ber 1962),  16;  NAMA  1973,  253. 


Henry  Lee  McFee  (1886-1953) 
Fniit  and  Leaves,  1938  -f 

Oil  on  canvas 

3o!/8  X  241/16  in.  (76.5  X  61.1  cm) 
Signed  lower  right:  M'Fee 
Gift  of  the  Friends  of  Art,  39-1 

Technical  Notes 

The  tightly  woven,  plain-weave  fabric  \mth  numerous  slubs  and 
irregularities  is  unlined  and  was  commercially  primed  wdth  an 
opaque,  off-white  ground.  McFee  painted  the  still  life  indirectly 
with  multiple  layers  of  opaque  and  transparent  glazes.  The  con- 
sistency of  the  pai]it  ranges  from  dn;  thick,  and  pastelike  to  thin 
and  fluid.  The  surface  of  the  table  contains  a  small  amount  of  low 
impasto.  There  appears  to  be  one  small  area  of  retouch  on  a  cen- 
tral leaf.  Museum  conseiwation  staff  treated  the  painting  in  1984, 
at  which  time  two  small  areas  of  localized  cleavage  in  the  central 
region  of  the  painting  were  consolidated  using  BEVA  371  adhesive, 
a  laver  of  surface  o-rime  was  removed,  a  severe  corner  draw  at  the 
upper  left  was  flattened,  the  can\'as  was  restretched,  and  a  syn- 
thetic varnish  was  applied  on  the  pre\'iously  um^arnished  surface. 

Provenance 

To  (Frank  K.M.  Rehn  Galleries,  New  York,  1938);  to  NAMA, 
1939- 

Exhibitions 

Frank  K.M.  Rehn  Galleiy,  New  York,  Spring  19,38,  28  March- 
30  Aprfl  1938,  no.  10;  Carnegie  Institute,  Pittsburgh,  The  1Q38 
International  Exhibition  of  Paintings.  13  October-4  December 
1938,  no.  58;  Studios  of  the  Department  of  Architecture  and  Allied 
Arts,  Kansas  State  College,  Manhattan,  Development  of  American 
Painting  from  the  "Eight"  to  the  Present  (as  part  of  the  Fine  Arts 
Festival),  23  April-3  May  1953,  no  cat.;  Wichita  Art  Museum,  Kans., 
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Paintings  Loaned  hi/  Hie  Friends  of  Art  Collection,  William  Piock- 
hill  Nelson  Galleiy  and  Atkins  Museum,  Kansas  City,  22  April- 
6  May  1956,  no  cat.;  Hackley  Art  Galleiy,  Muskegon,  Mich.,  Dis- 
tinguished Amencans,  30  September-28  October  1956,  no  cat.; 
Kansas  City  Public  Libraiy,  Kans.,  July-August  1968,  no  cat.;  Kan- 
sas Cit\'  Art  Institute,  Mo.,  The  Forgotten  Forties,  Februaiy  1962, 
no  cat.;  National  Museum  of  American  Art,  Washington,  D.C.,  wath 
Center  Gallery,  Bucknell  University,  Lewisburg,  Pa.,  Henry  Lee 
McFee  and  Formalist  Realism  //i  AmericaM  Still  Life,  1923-19,36, 
5  September  1986-30  September  1987  (traveled),  unnumbered; 
Telfair  Museum  of  Art,  Savannah,  Ga.,  Looking  Back:  Art  in  Savan- 
nah, iQoo-ig6o,  16  Julv-15  September  1996,  unnumbered. 

References 

M.  U.,  "Spring  Show  at  Rehns:  Varied  and  Riteresting  Work  Put  on 
Display,"  Netc  York  Sun,  2  April  1938,  lo;  "Rehn  Presents  'Spring 
1938'  Many  New  Paintings  in  Big  Annual  Group  Show,"  Neic  York 
Post,  2  April  1938,  5;  Howard  Devree,  "A  Reviewer's  Notebook," 
New  York  Times,  3  April  1938,  161;  "A  Group  of  Americans,"  A/eio 
York  Hendd  Tribune,  10  April  1938,  VI8;  "Fresh  from  the  Studio," 
Art  Digest  12  (15  April  1938),  20;  "The  Spring  Festi\'al  of  a  Rec- 
ognized Group  of  Painters,"  Art  News  36  (16  April  1938),  14;  clip- 
ping, April  1938,  Rehn  Ciallew  Papers,  Archives  of  American  Art, 
Smithsonian  Restitution,  microfilm  reel  NY59-18,  frame  116;  "The 
Friends  of  Art  Present  a  Still  Life  to  the  Gallei-v,"  Ka)isas  City  Star, 
16  December  1938,  18;  H[emy]  C.  H[askell],  "The  Friends  of  Art 
Present  a  Still  Life  to  the  Galleiy,"  Kansas  City  Star,  16  December 
1938,  18;  "Gift  to  Galleiy"  Kansas  City  Journal-Post,  18  Decem- 
ber 1938,  24;  H[eniy]  C.  H[askell],  "The  Friends  of  Art  Present 
a  Portrait  to  the  Galleiy,"  Kansas  City  Star,  29  December  1938, 
6;  Spring  193S,  exh.  cat.  (New  York:  Frank  K.M.  Rehn  Galleries, 

1938)  ,  unpaginated;  TJie  1938  hiternational  Exhilntion  of  Paint- 
ings, exh.  cat.  (Pittsburgh:  Carnegie  Listitute,  1938),  unpaginated, 
pi.  30;  "Friends  of  Art,"  Neics  Flashes  (William  Rockhill  Nelson 
Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  5  (January 

1939)  ,  3;  Whitney  N.  Morgan,  "Recent  American  Museum  Acqui- 
sitions," Parnassus  11  (March  1939),  25-26  (as  Fruits  and  Leaves); 
NAMA  1940,  23;  NAMA  1941,  149,  159,  166;  "Nelson  Galleiy 
Celebrates  First  Decade,"  Art  Digest  18  (15  December  1943),  7; 
"Modern  Painters  Are  Aided  bv  the  Friends  of  Art,"  Kansas  City 
Star,  13  April  1947,  9D;  Winifred  Shields,  "A  Special  Collection 
of  Works  Ls  Growing  at  Nelson  Galleiy,"  Kansas  City  Star,  19  May 
1950,  28;  Winifred  Shields,  "Key  Role  at  Art  Ciallery  Filled  by  Soci- 
ety of  500,"  Kansas  City  Star,  4  Januaiy  1953,  8D;  NAMA  1959, 
257;  Robert  K.  Sanford,  "Behold  'the  Forgotten  40s,'"  Kansas  City 
Star,  25  Februaiy  1962,  2D;  NAMA  1973,  253;  Donald  Hoffmann, 
"Tracing  the  Ups  and  Downs  of  the  Friends  of  Art,"  Kansas  City 
Star,  19  September  1976,  lE;  John  Baker,  Henry  Lee  McFee  and 
Formalist  Realism  in  Anwrican  Still  Life,  1923-1936',  exh.  cat. 
(Levrisburg,  Pa.:  Bucknell  University  Press,  1987),  120-21,  128; 
NAMA  1991,  171-72;  Pamela  D.  King  and  Hariy  H.  DeLorme  Jr, 
Looking  Back:  Art  in  Savannah,  igoo-ig6o,  exh.  cat.  (Savannali, 
Ga.:  Telfair  Museum  of  Art,  1996),  70-71. 


Paul  Raphael  Meltsner  (1905-1966) 

Paul,  Marcelki  and  Van  Gogh  (No.  2),  c.  1937  + 
(Paul,  MarceUa  and  Van  Gogh) 

Oil  on  canvas 

36'/i(i  X  30  ill.  {91.6  X  76.2  cm) 
Signed  lower  right:  PAVh  meltsner. 
Gift  of  Oscar  Serlin,  40-2/2 

Technical  Notes 

The  tightly  woven,  plain-weave  cain  as  is  unlined  and  was  com- 
merciallv  primed  with  an  opacjue,  white  ground.  The  intact  tacking 
marmns  indicate  that  the  dimensions  are  original.  Infrared  reflec- 
tographv  (IRR)  reveals  a  few  faint  underdrawing  lines,  possibK- 
graphite,  which  outline  the  facial  features,  bodies,  and  backgi-ound 
elements.  Lines  beneath  the  water  tower  and  near  the  upper  right 
and  lower  left  corners  of  the  can\  as  do  not  relate  to  the  o\-er- 
lying  composition.  Meltsner  appears  to  have  undeipaintcxl  tlie  faces 
wnth  a  medium  brown  wash  before  rendering  the  painting  with 
smoothlv  blended  lavers  of  thin,  liuid,  opacpie  paint  and  transpar- 
ent glazes.  Somewhat  thick,  diy  pastelike  brushwork  highlights 
the  dogs  fur,  producing  texture  and  low  impasto.  IRR  reveals  that 
Meltsner  raised  the  man's  proper  right  shoulder  slightly.  Pinpoint- 
size  retouch  is  visible  on  the  blue  shirt,  and  somewhat  broad  re- 
touch is  located  on  the  man's  proper  left  forearm,  the  woman's 
hair,  the  train  in  the  painting  on  the  easel,  and  the  dog's  proper  left 
front  paw.  Museum  consemition  staff  treated  the  painting  in  1990, 
at  which  time  surface  film  and  pencil  marks  were  removed,  locallv 
blanched  varnish  was  reformed,  minor  abrasions  were  retouched, 
and  a  final  layer  of  S)ndTietic  varnish  was  applied. 

Provenance 

Oscar  Seriin,  New  York,  by  1940;  to  NAMA,  1940. 
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Related  Work 

Paul,  Marcella,  and  Van  Go^h,  c.  1937,  30  x  36  in.  (76.2  x  91.4  cm), 
location  unknowni,  illustrated  in  "Meltsner  Who  Paints  the  Drama 
of  Labor,"  Art  Digest  11  (1  May  1937),  15  (as  Paul,  Van  Gogli  (Did 
Marcelh). 

Exhibitions 

Whitney  Museum  of  American  Art,  New  York,  1937  Annual 
Exhibition  of  Conteniporan/  American  Painting,  10  November- 
12  December  1937,  no.  113;  Midtowm  Galleries,  New  York,  Paul 
Meltsner,  24  May-io  June  1938,  no.  6  (as  Paul,  Marcella  and 
Van  Gogh). 

References 

1937  A)uuial  Exhibition  of  Conteuiporarij  American  Painting,  exh. 
cat.  (New  York:  Whitney  Museum  of  American  Art,  1937),  unpagi- 
nated;  possibly  Leonard  Lyons,  "Its  Closest  Competitor  Is  First 
to  Applaud  Critics'  Prize  Play"  Washingto)i  Post,  24  April  1938, 
TT2  (as  Paul,  Marcella  aiul  Van  Gogh);  J[eannette]  L[owe],  "New 
Exhibitions  of  the  Week;  Earm  Scenes  Replace  Urban  Subjects  in 
Recent  Paintings  of  Meltsner,"  Art  News  36  (28  May  1938),  15-16 
(as  Paul,  Marcella  and  Van  Gogh);  M.U.,  "New  Art  Group  Holds 
Display:  Meltsner  and  Others  Also  Seen  in  Exhibitions,"  New  York 
Sun,  28  May  1938,  9  (as  Paul,  Marcella  and  Van  Gogh);  Paul  Melts- 
ner, exh.  cat.  (New  York:  Midtown  Galleries,  1938),  unpaginated 
(as  Paul,  Marcella  and  Van  Gogh);  "A  Gift  to  the  Nelson  Galleiy," 
Kansas  City  Star,  19  Januaiy  1940,  5  (as  Paul,  Marcella  and  Van 
Gogh);  "Meltsner  for  K.C.,"  Arf  Digest  14  (15  Februaiy  1940),  8; 
"Gifts  to  the  Collection,"  Gallery  News  (William  Rockhill  Nelson 
Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  6  (Febru- 
aiy 1940),  6  (as  Paul,  Marcella  atul  Van  Gogh);  chpping,  c.  1940, 
NAM  A  curatorial  files  (as  Paul,  Marcella  and  Van  Gogh);  "Canine 
Art  Critic  and  Model,"  Boston  Traveler,  10  May  1946,  30;  Winifred 
Shields,  "A  Special  Collection  of  Works  Is  Growing  at  Nelson  Gal- 
leiy," Kcmsas  City  Star,  19  May  1950,  28  (as  Paul,  Marcella  and  Van 
Gogh);  Ned  Emerson,  "Artist  to  Restore  Basilio's  World  Crown 
for  All  Time,"  Herald-Journal  (Syracuse,  N.Y.),  28  May  1956,  2; 
NAMA  1959,  257  (as  Paul,  Marcella  and  Van  Gogh);  NAMA  1973, 
253  (as  Paul,  Marcella  and  Van  Gogh,  No.  2);  NAMA  1991,  154; 
NAMA  1993a,  249;  Journal  oftlie  American  Medical  Association 
275  (1  May  1996),  4,  cover. 


Richard  E.  Miller  (1875-1943) 

At  the  Window,  c.  1910-12  -f 

{Paris  Morning) 

Oil  on  canvas 

39'/2  X  32  in.  (100.3  ^  81.3  cm) 
Signed  lower  right:  Miller 

Gift  of  Mrs.  Hany  G.  Wood\\'arcl  )r,  niece  of  the  artist,  Fc)6-i4 

Technical  Notes 

The  loosely  woven,  plain-weave  canvas  with  numerous  slubs  and 
irregularities  has  been  lined  using  a  wax-based  adhesive.  A  six-inch 
margin  of  unfinished  painting,  which  wraps  around  to  the  back  of 
the  stretcher  at  the  bottom  edge,  indicates  that  Miller  reduced 
the  height  of  the  painting  before  completing  it.  The  opaque,  light 
gray  ground  was  probably  commercially  applied.  Miller  applied 
multiple  layers  of  opaque  paint  with  loose,  active  bnishwork.  The 
consistency  of  the  paint  ranges  from  thin  and  fluid  to  thick  and 
pastelike  with  high  impasto.  In  contrast  to  the  thick,  stippled  tex- 
tures throughout,  the  girl's  face  is  smooth  and  well  blended.  A  few 
palette  knife  strokes  are  evident  at  the  center  right  edge.  A  veiy 
faint  weave  impression  wdthin  the  pink  rectangular  shape  to  the 
left  of  the  figure  suggests  that  another  canvas  mav  have  been  laid 
against  the  wet  painting.  Infrared  reflectographv  confirms  that 
Miller  initially  painted  a  light  beige  shape  in  the  bottom  left  cor- 
ner, neai"  the  table.  A  few  localized  mechanical  cracks  are  scat- 
tered throughout,  and  traction  cracks  have  also  developed.  A  small 
amount  of  impasto  was  flattened  when  the  painting  was  lined.  A 
few  small  areas  of  retouch  are  scattered  throughout.  The  varnish 
is  synthetic. 

Provenance 

To  estate  of  the  artist,  St.  Augustine,  Fla.,  after  1943;  John  R. 
Longmire,  St.  Louis;  to  Maiy  Edith  (Mrs.  Hany  G.)  Woodward 
(niece  of  the  artist).  Mission  Hills,  Kans.;  to  NAMA,  1996. 
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Exhibitions 

Macbeth  Galleiy,  New  York,  Exhibition  of  Paintings  h\j  Richard  E. 
Miller,  1-20  April  1912,  no.  2;  Pennsylvania  Academy  of  the  Fine 
Arts,  Philadelphia,  One  Hundred  and  Eiojith  Annual  Exhibition  of 
the  Pennsijlrania  Academy  of  the  Fine  Arts,  9  Februaiy-30  March 
1913,  no.  337;  Art  Institute  of  Chicago.  Thirty-first  Annual  Exhi- 
bition of  American  Oil  Paintings  and  Sculpture,  7  November 
1918-1  }anuai"v  1919,  no.  139;  Sesqiii-Centennial  International 
Exposition,  Philadelphia,  Paintings,  Sculptures  and  Prints  in  the 
Depart)ncirt  of  Fine  Arts,  1  Jmie-i  December  1926,  no.  161;  Art 
Institute  of  Chicago,  Haifa  Century  of  American  Art,  16  November 
1939-7  januaiy  1940,  no.  117;  Saint  Louis  Art  Museum,  Impres- 
sionism Refected:  American  Art,  i8qo-ic)20,  8  May-27  June  1982, 
no  cat.  (as  Paris  Moniing);  Beriy-Hill  Galleries,  New  York,  The 
Givernij  Euminists:  Frieseke,  Miller  and  Their  Circle,  29  Novem- 
ber 1995-27  Januaiy  1996,  no.  37. 

References 

Exhibition  ofPaintii}gs  by  Richard  E.  Miller,  exh.  cat.  (New  York: 
Macbeth  Callei-v,  1912),  unpaginated;  "Some  of  the  Striking  Pic- 
tures to  Be  Seen  in  This  Years  Exhibition  at  the  Penn.sylvania 
Academy,"  New  York  Times,  16  Februaiy  1913,  55;  Catalogue  of 
the  One  Hundred  and  Eightli  Awuial  Exhibition  of  the  Pennsylva- 
nia Acadenuj  of  the  Fine  Arts,  exh.  cat.  (Philadelphia:  Pennsylvania 
Academy  of  the  Fine  Arts,  1913),  37;  Cataloging  of  the  Thirty- 
first  Annual  Exhibition  of  American  Oil  Paintings  and  Sculpture, 
exh.  cat.  (Chicago:  Art  Institute  of  Chicago,  1918),  unpaginated; 
Paintings,  Sculptures  and  Prints  in  the  Department  of  Fine  Arts 
Sesqui-Centeniiial  IiitenuitioJial  Ex])ositio)i,  exh.  cat.  (Philadel- 
phia: Ses(|ui-Centennial  International  Exposition,  1926),  65;  Plalf 
a  Coitunj  of  American  Art,  exh.  cat.  (Chicago:  Art  Institute  of 
Chicago,  1939),  35;  Richard  E.  Miller:  An  Impression  and  Appre- 
ciation (St.  Louis:  Longmire  Fund,  1968),  unpaginated;  Bruce 
Weber,  The  Giverny  Euminists:  Frieseke,  Miller  and  Their  Circle, 
exh.  cat.  (New  York:  Beny-IIill  Galleries,  1995),  55,  63;  JuUe 
Aronson,  "American  Painting  Donated,"  Caleiular  (Nelson-Atkins 
Museum  of  Art),  November  1996,  2;  Hemy  Adams,  Margaret  C. 
Conrads,  and  Annegret  Hoberg,  eds.,  Albert  Rloch:  The  American 
Blue  Rider,  exh.  cat.  (Munich:  Prestel-Verlag,  in  association  with 
the  Nelson-Atkins  Museum  of  Art  and  Stadtische  Galerie  im  Len- 
bachhaus,  1997),  26. 


George  Van  Millett  (1864-1953) 

fulia  A.  Brown,  c.  1910 
{Mrs.  Philip  S.  Brown) 

Oil  oil  caina.s 

30  X  ■22'yui  in.  (76.2  X  56.4  cm) 
Signed  lower  right:  G.Y.  Millett 
Gift  of  Edith  W.  Browii,  41-12/1 

Technical  Notes 

The  tightly  woven,  medium-weight,  plain-wea\'e  canvas  is  unlined 
and  was  connuercially  primed  with  an  opaque,  off-white  ground. 
The  intact  tacking  margins  indicate  diat  die  dimensions  are  origi- 
nal. Using  a  microscope,  an  underdrawing,  probably  graphite,  can 
be  seen  beneath  the  face.  Millett  painted  the  portrait  indirectly, 
with  thin,  fluid,  opac^ue  paint  and  transparent  glazes.  A  medium 
bi-()wii  paint  stroke  ab()\'e  the  proper  right  ear  suggests  that  he 
reduced  the  hair  slighdy  in  this  region.  Mild  vertical  buckling  of 
the  canvas  has  formed  along  the  top  and  bottom  edges,  and  a  con- 
vex bulge  is  located  at  the  bottom  right  corner.  A  small  amount 
of  retouch  is  present  on  the  proper  left  side  of  the  mouth.  Under 
ultraxiolet  radiation,  a  yellow-green  fluorescence  suggests  the  pres- 
ence of  a  natural  resin  varnish. 

Provenance 

To  Philip  Shelley  Browni  and  Julia  A.  Shaffer  Brown  (the  sittei"), 
1910,  Kansas  Git)/,  Mo.;  to  Philip  Sheridan  Brown  (son  of  the  sit- 
ter), Kansas  C^ity,  Mo.,  by  descent,  by  1922;  to  Edith  W.  Brow 
(wife  of  Philip  Sheridan  Bi'own),  Kansas  Git)-,  Mo.,  after  1937;  to 
NAM  A,  1941. 

Exhibition 

Kansas  Gitv  Art  Institute,  Mo.,  An  Especially  Arranged  Exhibit 
of  Old  Masters  and  a  One-Man  Show  by  a  Kansas  City  Artist 
George  Van  Millett,  15  April-i  May  1922,  no.  20  (as  Mrs.  Philip  S. 
Brown). 
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Reference 

An  Especially  Arranoed  Exhibit  of  Old  Masters  and  a  One-Man 
Show  hij  a  Kansas  City  Artist  George  Van  Millett,  exli.  cat.  (Kan- 
sas City,  Mo.:  Kansas  Cit\'  Art  Institute,  1922),  unpaginatecl  (as 
Mrs.  Philip  S.  Brown). 


George  Van  Millett  (is64-1953) 
Philip  S.  Brown^  1910 

Oil  on  canvas 

3oi/i6  X  22 '/s  in.  (76.4  X  56.2  cm) 

■Signed,  inscribed,  and  dated  lower  left:  CJ.  V.  .Millett  /  Kansas  City,  Mo.  / 
1910  ,5 

Gift  of  Edith  \V.  Brown,  41-12/2 

Technical  Notes 

The  tightly  woven,  medium-weight,  plain-weave  canvas  is  unlined 
and  was  commercially  primed  with  an  opac^ue,  off-white  ground. 
The  intact  tacking  margins  indicate  that  the  dimensions  are  origi- 
nal. Using  a  microscope,  an  underdrawing,  probabh'  graphite, 
can  be  seen  beneath  the  face  and  white  collar.  Millett  painted  the 
portrait  indirectly,  ^^dth  thin,  fluid,  opaque  paint  and  transparent 
glazes.  He  added  a  few  thicker,  pastelike  brirshstrokes  in  the  high- 
lights of  the  hair,  face,  mustache,  collar,  and  buttons.  Vertical  buck- 
ling of  the  can\  as  has  developed  on  die  top  and  bottom  edges.  A 
stretcher  crack  has  formed  on  the  right  edge,  and  a  narrow  l:)and  of 
retouch  is  evident  on  the  left  edge  near  the  bottom.  Under  ultra- 
violet radiation,  a  yellow-green  fluorescence  suggests  the  presence 
of  a  natural  resin  varnish. 

Provenance 

To  Philip  Shelley  Brown  (the  sitter)  and  Julia  A.  Shaffer  Brown, 
1910,  Kansas  City,  Mo.;  to  Philip  Sheridan  Brown  (son  of  the 
sitter),  Kansas  City,  Mo.,  by  descent,  by  1922;  to  Edith  W.  Brown 


(wife  of  Philip  Sheridan  Brown),  Kansas  City,  Mo.,  after  19,37:  to 
NAMA,  1941. 

Exhibition 

Kansas  City  Art  Institute,  Mo.,  An  Especially  Arranged  Exhibit  of 
Old  Masters  a)id  a  One-Man  SJiow  by  a  Kansas  City  Artist  George 
Van  Millett,  15  April-i  May  1922,  no.  19. 

Reference 

An  Especially  Arranged  Exiiihit  of  Old  Masters  and  a  One-Man 
Show  by  a  Kjinsas  City  Artist  George  Van  Millett,  e.xli.  cat.  (Kansas 
City,  Mo.:  Kansas  City' Art  Institute,  1922),  unpaginated. 


Thomas  Moran  (1837-1926) 

Venice,  the  Grand  Canal  with  the  Doge's  Palace, 
1888-89  -f 

{Venice;  Venetiai}  Grand  Canal) 

Oil  on  canvas 

Z4V4  X  36'/4  in.  (61.6  x  92.1  cm) 

Signed  and  dated  lower  left:  1Jtt>K6N.  1889. 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F88-35 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  using  a  wa.x- 
based  adhesive  and  was  commercialh'  primed  wdth  an  opaque,  lig  ht 
gray  ground.  Infi-ared  reflectography  reveals  several  precise  under- 
drawing lines,  most  likely  graphite,  that  outline  the  architecture 
and  establish  perspective  lines  on  the  riglit  and  left  edges  of  the 
canal.  A  few  loose,  calligraphic  lines  are  also  evident  in  the  sky. 
Several  underdrawing  lines  on  the  buildings  are  apparent  with  vis- 
ible light.  Moran  underpainted  the  skw  with  an  opa({ue,  medium 
pink-grav  paint  that  remains  visible  in  the  clouds.  He  rendered 
the  landscape  indirectly,  using  layers  of  opaque,  fluid,  pastelike 
paint  and  transparent  glazes.  A  few  snioodi  passages  in  the  central 
clouds  suggest  the  use  of  a  palette  knife.  Infrared  reflectography 
reveals  a  number  of  changes  by  the  artist.  An  initial  signature  and 
date,  just  abo\'e  the  final  signature,  were  painted  over.  The  earlier 
date  appeai-s  to  read  "1888."  The  gondola  located  to  the  left  of  the 
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foreground  boats  was  shifted  slightly  to  the  right.  A  dai-k  shape, 
probabK'  a  boat,  was  initially  painted  above  the  group  of  figures 
in  the  bottom  right  quadrant.  A  small  gondola  near  the  central 
group  of  boats  appears  to  have  been  o\  ei-painted.  Moran  shifted 
the  angle  of  the  top  edge  of  Doge's  Palace  slightly.  Fine  mechanical 
cracks  ha\'e  developed  overall.  A  small  amount  of  paint  abrasion 
has  occurred  in  a  few  localized  areas.  Fine  paint  wrinkling  is  e\''i- 
dent  in  the  water  A  small  amount  of  careful  retouch  is  scattered 
throughout.  Museum  consen-ation  staff  treated  the  painting  in 
1989,  at  which  time  surface  grime  was  removed  and  the  stretcher 
was  expanded  slightK'  to  increase  the  canvas  tension.  Existing 
retouch  was  toned  to  improv  e  the  color  A  layer  of  semigloss  Solu- 
var  was  applied  on  top  of  the  existing  varnish. 

Provenance 

[Thomas  D.?]  Mui-phy;  F.  E.  Robinson,  Harrodsburg,  K\'.,  and 
Summit,  N.J.;  to  (Hirschl  &  Adler  Galleries,  New  York,  1970);  to 
(Trosbv,  Palm  Beach,  Fla.,  1971);  Elizabeth  W.  Swanson,  Palm 
Beach,  Fla.;  (Christies,  New  York,  3  June  1983,  lot  101);  Samuel  T. 
Fee,  Oklahoma  Cit\;  Okla.,  1983;  to  estate  of  Samuel  T.  Fee; 
to  (Sotheby's,  New  York,  1  December  1988,  lot  28);  to  NAMA, 
1988. 

Related  Works 

Venice,  1886,  pencil  on  paper,  4V2  x  7%  in.  (11.4  x  19.7  cm),  Gil- 
crease  Museum,  Tulsa,  Okla.;  TJie  Gate  of  Venice,  1888,  etching, 
18  X  31%  in.  (45.7  X  79.7  cm),  Gilcrease  Museum,  Tulsa,  Okla.; 
The  Gate  of  Venice,  1888,  etching,  25'/2  x  37'/*  in.  (64.8  x  94.6  cm), 
Gilcrease  Museum,  Tulsa,  Okla.;  The  Gate  of  Venice,  1888,  etching, 
3'/2  x  6/2  in.  (8.9  x  16.5  cm),  Gilcrease  Museum,  Tulsa,  Okla. 

Exhibition 

National  Academy  of  Design,  New  York,  Sixtijfouiili  Annual  Exhi- 
bition, 1  April-11  May  1889,  no.  183  (as  Venice). 

References 

Catalogue  of  the  Sixtij-fouiili  Annual  Exlnbition,  e.xh.  cat.  (New 
York:  National  Academy  of  Design,  1889),  20  (as  Ven  ice);  Ghristie's, 
New  York,  3  June  1983,  lot  101  (as  Venetian  Grand  Canal);  Chris- 
topher Wright,  Catalogue  of  Old  Master  Paintings  from  a  Private 
Collection  in  the  United  States  (London;  Lund  Humphries,  1984), 
9,  17,  104-5;  Thomas  Hoving,  "Auction  Fever:  Twent\'-three  Mas- 
tenvorks  Come  on  the  Market,"  Connoisseur  2.1^  (May  1985),  105; 
Sotheby's,  New  York,  1  December  1988,  lot  28;  Donald  Hoffmann, 
"Kemper  Foundation  Donates  Two  Works  to  Nelson,"  K/ntsas  City 
Star,  25  June  1989,  5C;  "American  Paintings  Enrich  Museum 
Collection,"  Calendar  of  Events  (Nelson-Atkins  Museum  of  Art), 
Summer  1989,  1-3;  NAMA  1991,  93;  NAMA  1993a,  239,  244. 


Thomas  Moran  (i837-1926) 
Grand  Camjon,  1912 -f 

Oil  on  pi'essboard 

13%  X  -zyA  ill.  (40.3  X  60.6  cm) 

Inscriljed.  dated,  and  signed  lower  riglit:  To  My  Friend  /  M''  Ford 

1 1  an-e  V  •  1912/  ijttn?^ . 

Bequest  ol  Katharine  Ilaivey,  63-44 

Technical  Notes 

The  pressboard  panel  is  co\'ered  wAih  a  light  gray  ground,  over 
which  Moran  applied  a  thin,  medium  blue  undeqoaint  beneath 
the  distant  mountains.  Infrared  reflectography  reveals  some  freely 
sketched  lines  of  graphite,  marking  the  slope  of  some  mountains, 
the  break  of  light  through  the  clouds  at  upper  left,  and  the  loca- 
tion of  the  left  line  of  trees.  Moran  composed  the  landscape  with 
tliiu  layers  of  paint,  applying  some  with  a  low  impasto  and  others 
as  transparent  glazes.  He  left  several  fingeiprints  in  the  paint  sur- 
face, includins;  one  on  the  left  side  of  his  signature.  Moran  made 
several  minor  adjustments  to  the  composition.  An  extended  tree 
branch  along  the  left  cliff  edge  remains  \isible  under  a  thin  layer  of 
blue  paint.  The  width  of  a  mountain  peak  along  the  horizon  on  the 
right  side  was  reduced,  and  the  pink  color  of  the  mountain  remains 
faintly  visible  beneath  the  overlvdng  paint.  A  forked  branch,  a  tree 
tnmk,  and  cuning  lines  of  foliage  are  apparent  in  the  underdraw- 
ing along  the  outer  edge  of  the  left  line  of  trees,  but  Moran  did  not 
include  these  in  the  final  composition.  The  painting  is  in  excellent 
condition  overall.  There  are  one  small  vertical  scratch  in  the  paint 
surface  and  minor  frame  abrasion.  Traction  cracks  ha\  e  de\-eloped 
in  isolated  areas  but  are  not  visually  distracting.  Two  small  areas  of 
retouch  are  located  in  the  central  cloud  and  the  lower  right  corner 
The  painting  is  covered  with  a  thin,  slightly  yellowed,  natural  resin 
varnish  with  a  moderately  high  sheen. 

Provenance 

To  Ford  Haney,  Kansas  City,  Mo.,  1912;  to  Katherine  Han-ey 
(daughter  of  Ford  Haivey),  Kansas  City,  Mo.,  by  descent,  1928; 
to  NAMA,  1963. 
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Related  Work 

Bright  Angel  1905,  graphite  on  paper,  4%  x  8'/s  in.  (12.4  x  20.6  cm), 
Gilcrease  Museum,  Tulsa,  Okla. 

Exhibitions 

William  Rockhill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Century  American 
Paintings  17  Februaiy-31  March  1974,  no  cat.;  William  Rock- 
hill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts, 
Kansas  City,  Mo.,  Kaleidoscope  of  American  Painting:  Eighteenth 
and  Nineteenth  Centuries,  2  December  1977-22  Januaiy  1978, 
no.  64;  Guild  Hall  Museum,  East  Hampton,  N.Y.,  Thomas  Moran, 
a  Search  for  the  Scenic:  His  Landscape  Paintings  of  the  American 
West,  East  Hampton  and  Venice,  29  November  1980-25  Januaiy 
1981,  no.  9;  National  Galleiy  of  Art,  Washington,  D.C.,  Thomas 
Moran,  28  September  1997-30  August  1998  (traveled),  no.  95. 

References 

Moran's  record  book,  1901-21,  Tliomas  Moran  Papers,  Gil- 
crease  Museum,  Tulsa,  Okla.;  NAM  A  1973,  253;  NAMA  1977,  54; 
Thomas  Moran,  a  Search  for  the  Scenic:  His  Landscape  Paintings 
of  the  American  West,  East  Hampton  and  Venice,  exh.  cat.  (East 
Hampton,  N.Y.:  Guild  Hall  Museum,  1980),  8-9,  58;  NAMA  1991, 
105-6;  NAMA  1993a,  244;  NAMA  1993b,  87;  Nancy  K.  Anderson 
et  al,  Thomas  Moran,  exh.  cat.  (Washington,  D.C.:  National  Gal- 
lei-v  of  Art,  1997),  176;  Seymour  I.  Schwartz,  This  Land  Is  Your 
Land:  The  Geographic  Evolution  of  the  United  States  (New  York; 
Hariy  N.  Abrams,  2000),  23. 


Thomas  Moran  (1837-1926) 

Castle  Rock,  Green  River,  Wijoming,  1915 

{TJie  Castle,  Green  River,  Wijo.;  Green  River,  WijomingY 

Oil  on  canvas 

i6yi6  X  20V16  in.  (41.1  X  51  cm) 

Signed  and  dated  lower  left:  "i^:'^.  I  1915. 

Bequest  of  Mr.  and  Mrs.  William  James  Brace,  75-5 

Technical  Notes 

The  tightlv  woven,  medium-weight,  plain-weave  canvas  is  unlined 
and  was  commercially  primed  with  an  opa(|ue,  light  gray  ground. 
The  distant  mountains  were  undeipainted  with  thin  pui-ple  and 
blue  paint.  There  appear  to  be  a  few  graphite  lines  outlining  the 
clouds  and  possibly  the  top  of  the  rock  in  the  central  foreground. 
Moran  rendered  the  landscape  indirectly,  using  layers  of  thin, 
pastelike  paint  and  fluid,  wateiy  glazes.  He  painted  the  sky  with 
opaque,  pastelike  paint,  mixed  wet  into  wet.  He  used  a  palette 
knife  as  well  as  a  brush  to  render  the  foreground  and  emphasized 
the  underl)ing  paint  textures  with  thin,  fluid  washes  of  brown 
and  gray.  A  palette  knife  may  also  have  been  used  in  the  clouds. 
Moran  blotted  thin  paint  layers  with  his  fingers,  leaving  finger- 
prints diroughout  the  mountains  and  foreground.  There  are  a  few 
tinv  localized  areas  of  mechanical  cracks.  There  is  one  small  area 

J 

of  retouch  on  the  right  edge  of  the  central  mountain,  and  minor 
frame  abrasion  exists  along  the  edges.  Museum  consen^ation  staff 
treated  the  painting  in  1981,  at  which  dme  an  uneven,  discolored 
varnish  was  removed,  a  small  puncture  on  the  topmost  edge  was 
filled  and  toned,  and  a  synthetic  varnish  was  added. 

Provenance 

(Alco-Gravure,  New  York,  c.  1918);  to  Charles  R.  Frederickson, 
Coshocton,  Ohio,  1919;  to  (M.A.  Newhouse  &  Son,  St.  Louis, 
c.  1928);  Mn  and  Mrs.  WiUiam  James  Brace,  Kansas  City,  Mo.;  to 
NAMA,  1975. 


173 


Related  Work 

Sketch,  Moraii's  record  book,  igoi-21,  Thomas  Moran  Papers, 
Gilcrease  Museum,  TuLsa,  Okki. 

Exhibitions 

Macbeth  Gallei-\^  and  the  Society  of  Men  Who  Paint  the  Far  \Vest, 
New  York,  ^^'d  Exlnhition  hij  the  Socictij  of  Men  WJio  Pdiut  the  Far 
West,  4-31  December  1915,  no.  18;  possibly  CUnton  Academy, 
East  Hampton,  N.Y.,  Memorial  Exhibition:  Pai)itin^s  and  Eteli- 
infis  bij  Thomas  Moran,  18  July-7  August  1928,  no.  17;  National 
Museum  of  Western  Art,  Tok-v'o,  Anieriean  Heroism,  7  August-14 
October  2001,  no.  18  (as  Green  River,  Wijoming). 

References 

Moran 's  recoi'd  book,  1901-21,  Thomas  Moran  Papers,  Gilcrease 
Museum,  Tulsa,  Okla.  (as  TJie  Castle,  Green  River,  Wijo.);  "Exhibi- 
tions Now  On:  Thumb  Prints  of  the  West,"  American  Art  Neics  10 
(11  December  1915),  6;  "The  World  of  Art,"  Rrookli/n  Daily  Eagle, 
22  December  1915,  3;  .3rd  Exhibition  bi/  the  Society  of  Men  Who 
Paint  the  Far  West,  exh.  cat.  (New  York:  Macbeth  Galleiy,  1915), 
mipaginated;  possibly  Mono  rial  Exhibition:  Paintings  and  Etchings 
hij  TJionias  Moran,  exh.  cat.  (East  Hampton,  N.Y.,  1928),  unpagi- 
nated;  Ross  E.  Taggart,  "American  Paintings  in  the  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Missouri,"  A/if/V/nes'  122  (November 
1982),  1039  (as  Green  River,  Wyoming);  NAMA  1991,  106-7  (^^^ 
Green  River,  Wyonmig);  William  C.  Ketchum  Jr.,  The  Aii  of  the 
Golden  West  (New  York:  Smithmark,  1996),  80-81  (as  Green  River, 
Wyoming);  Nancv  K.  Anderson  et  al.,  Thomas  Moran,  exh.  cat. 
(Washington,  D.C.:  National  Galleiy  of  Art,  1997),  274;  Masayuki 
Tanaka,  American  Heroism,  exh.  cat.  (Tokyo:  National  Museum  of 
Western  Art,  2001),  47-48,  105,  110  (as  Green  River,  Wyoming). 

Note 

1.  Tlic  alternative  title  The  Cnsfir,  Grcru  River  Wi/o.  conies  (rotii  Moiiins 
recoid  books. 


Samuel  Finley  Breese  Morse  (1791-1872) 
Chanccdior  James  Kent,  c.  1823 

Oil  on  can\  as 

30  X  25  ill.  (76.2  X  63.5  cm) 
Piircliase:  Nelson  Trust,  33-2/2 

Technical  Notes 

The  tightly  woven,  plain-weave  canx  as  has  been  lined,  probably  wth 
a  glue-based  adhesive,  and  the  tacking  margins  have  been  removed. 
Morse  appears  to  have  applied  an  opaque,  black  imprimatiu-a  over 
the  opaque,  off-white  ground.  Using  an  indirect  technique,  Morse 
painted  the  canvas  thinly  o\  erall,  with  the  exception  of  a  few  thick 
paint  strokes  on  the  collar  and  chaii;  Glazes  define  the  shadows  of 
the  face  and  lower  background  and  the  folds  of  the  jacket.  Morse 
appears  to  have  reduced  the  width  of  the  pi-oper  left  shoulder 
slightly.  A  fine  craquelure  pattern  has  developed  cn  erall.  Two  gouges 
are  present  on  the  proper  right  side  of  the  lip.  One  of  these  pene- 
trates the  paint  layer  and  has  been  filled  and  retouched.  The  can\'as 
weave  is  pronounced  as  a  result  of  the  lining  technique.  A  few  small 
areas  of  retouch  are  scattered  dn-oughout,  mainly  at  the  edges. 
The  varnish,  which  appears  to  be  a  natural  resin,  is  discolored. 

Provenance 

John  E.  Braun,  Merion,  Pa.,  h\  1925;  to  (Robert  G.  Vose  Galleries, 
Boston,  1932);  to  NAMA,  1933. 

Related  Work 

CduDicellor  James  Kent,  1823,  oil  on  can\  as,  30  x  25  in.  (76.2  x 
63.5  cm),  New- York  Historical  Society. 

Exhibitions 

Carnegie  Institute,  Pittsburgh,  Exhibition  of  Early  American  Por- 
traits, 20  Januaiy-8  March  1925,  no.  17  (as  Portrait  of  Chancellor 
Kent);  Metropolitan  Museum  of  Art,  New  York,  Sanniel  F.  R. 
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Morse,  American  Painter,  16  Februaiy-27  March  1932.  unnum- 
bered (as  James  Kent);  Robert  C.  Vose  Galleries,  Boston,  ["Late 
Eighteenth-  and  Earh-  Nineteenth-Centuiy  American  Portraits"], 
late  November-earh'  December  1932,  no  cat.;  M.H.  de  Young 
Memorial  Museum,  San  Erancisco,  Exhibition  of  American  Paint- 
ing, 7  June-7  July  1935,  no.  170  (as  Portrait  of  Chancellor  James 
Kent);  Uni\-ersitv  Galleiy,  University  of  Minnesota,  Minneapolis, 
Survey  of  Cohmial  and  Provincial  Paiiiting,  1  Februaiy-i  March 
1939,  no.  26  (as  Portrait  of  CJianceUor  James  Kent);  M.  Knoedler 
&  Company,  New  York,  WasJiington  Irving  and  His  Circle:  A  Loan 
Exhibition  Observing  the  Restoration  of  "Siniiiijside,"  8-26  Octo- 
ber 1946,  no.  8. 

References 

Possibly  Samuel  Irenaeus  Prime,  TJic  Life  of  SanuicI  KB.  Morse, 
LL.D.  (New  York:  D.  Appleton  and  Company,  1875),  131-32; 
Edward  L.  Morse,  "Samuel  F.  B.  Morse,  the  Painter,"  Scribner's 
Magazine  51  (March  1912),  355;  possibly  Edward  Lind  Morse, 
ed.,  Sanuiel  F.  B.  Morse:  His  Letters  and  Journals  (Boston:  Hough- 
ton Mifflin  Co.,  1914),  1:250-51;  "Exhibit  Shows  Work  of  Early 
Painters:  Portraits  of  Pre-Revolutionaiy  Period  Included  in  Insti- 
tute Display,"  Pittsburgh  Sun,  21  Januaiy  1925,  8;  "Pittsburgh," 
Art  News  23  (31  Januaw  1925),  lo;  Exhibition  of  Early  American 
Portraits,  exh.  cat.  (Pittsburgh:  Carnegie  Institute,  1925),  unpagi- 
nated  (as  Portrait  of  Chancellor  Kent);  Ralph  Flint,  "Washington 
and  Morse  Shows  at  the  Metropolitan,"  Art  News  30  (20  Februan' 
1932),  7  (as  James  Kent);  "The  Samuel  F.  B.  Morse  Exhibition," 
Bulletin  of  the  Metropolitcm  Museum  of  Art  -zj  (Eebruaiy  1932), 
36  (as  Chancellor  Kent);  Jean  Broclavay,  "The  Morse  Exhibition," 
Fine  Arts  18  (March  1932),  44  (as  Chancellor  Kent);  Katherine 
Hughes,  "Colonial  Art  Is  Shown  Here,"  Boston  Herald,  27  Novem- 
ber 1932,  6A;  A.J.  Philpott,  "Wonderful  Collection  of  Old  Ameri- 
can Portraits,"  Boston  Globe,  29  November  1932,  11;  G.L.  S., 
"Several  Important  Exhibits  Scheduled  for  This  Month,"  Provi- 
dence (R.L)  Sundaij  JournaL  4  December  1932  (as  Chancellor 
Kent),  D6;  Hany  B.  Wehle,  Samuel  F.  B.  Morse,  American  Painter: 
A  Study  Occasioned  bij  an  Exhibition  of  His  Paintings,  exh.  cat. 
(New  York:  Metropolitan  Museum  of  Art,  1932),  17,  36,  unpagi- 
nated  (as  James  Kent);  "More  Works  Acquired  for  Nelson  Art  Gal- 
leiy of  Kansas  City,"  Art  Digest  7  (15  April  1933),  32;  "Bought  for 
Nelson  Museum,"  Kcnisas  City  Post-Journal,  16  April  1933,  2C; 
"Nelson  Gallei-y  Acquires  Painting  by  Famous  Inventor-Artist," 
Kansas  City  Star,  16  April  1933,  4E;  "The  Acquisitions,"  Art  Digest 
8  (1  December  1933),  21  (as  Portrait  of  Chancellor  Kent);  "The 
William  Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of 
Paintings  and  Drawngs,"  Art  News  32  (9  December  1933),  28,  49 
(as  Portrait  of  Chancellor  Kent);  NAMA  1933,  125,  137  (as  Portrait 
of  Chancellor  Kent);  Exhibition  of  American  Painting,  exh.  cat. 
(San  Erancisco:  Press  of  H.S.  Crocker,  Co.,  1935),  unpaginated 
(as  Portrait  of  Cltancellor  James  Kent);  Survey  of  Colonial  and  Pro- 
vincial Painting,  exh.  cat.  (Minneapolis:  University  of  Minnesota, 
1939),  23,  39  (as  Portrait  of  Clia)\cellor  James  Kent);  NAMA  1941, 
149,  154,  166;  possibly  Caiieton  Mabee,  The  American  Leonardo: 


A  Life  of  Sanuiel  F.  B.  Morse  (New  York:  Alfred  A.  Knopf,  1943), 
92;  "Current  Exhibitions,"  New  York  Sun,  11  October  1946,  27; 
"Washington  Ining  and  His  Circle,"  Anticjues  50  (December 

1946)  ,  400;  WasJtingtoi}  Irving  and  His  Circle:  A  Loan  Exhibition 
Observing  the  Restoratiox  of  '^Sunnyside,"  exh.  cat.  (New  York: 
M.  Knoedler  &  Company,  1946),  20;  "The  Circle  of  Washington 
living:  A  Note  on  a  Loan  E.xhibition,"  Connoisseur  119  (June 

1947)  112;  NAMA  1949,  200;  possiblv  Oli\-er  W.  Larkin,  Samuel 
FB.  Morse  and  American  Democratic  Art  (Boston:  Little,  Brown, 
and  Company,  1954),  74-75;  NAMA  1959,  257;  Herbert  Kried- 
man,  "New  York's  Philip  Hone:  Businessman — Politician — Patron 
of  Arts  and  Letters,"  Ph.D.  diss..  New  York  University,  1965,  415; 
NAMA  1973,  253;  Catalogue  of  American  Portraits  in  the  New- 
York  Historical  Society  (New  Haven:  Yale  University  Press,  1974), 
1:420;  Paul  J.  Staiti,  "Samuel  F.  B.  Morse  and  the  Search  for 
the  Grand  Style,"  Ph.D.  diss.,  Universitiv'  of  PennsyK'ania,  1979, 
214-16,  pi.  94;  William  Kk)ss,  Samuel  FB.  Morse  (New  York: 
Hany  N.  Abrams,  in  association  udth  the  National  Museum  oi 
American  Art,  Smithsonian  Institution,  1988),  86-87;  P'wl  J.  Staiti, 
Sanuiel  FB.  Morse  (New  York:  Cambridge  Uni\'ersit\'- Press,  1989), 
251,  276n9;  possibly  Frederick  S.  Voss,  Portraits  of  the  American 
Law  (^^'ashington,  D.C.:  National  Portrait  Ciallen;  Smithsonian 
Institiition,  in  association  with  Uni\  ersity  of  Washington  Press, 
1989),  66;  NAMA  1991,  30-31;  Kristie  C.  Wolferman,  The  Nelson- 
Atkins  Museum  of  Art:  Culture  Comes  to  Kansas  City  (Columbia: 
University' of  Missouri  Press,  1993),  141- 


Grandma  Moses  (ls60-1961) 

The  Old  Checkered  House,  i8s3.  1945-46 

Gouache  on  Ma.sonite 
i4'/s  X  21 '/s  in.  (,35.9  X  53.7  cm) 
Signed  lower  center:  MOSi:s. 
Gift  of  Mr.  Joyce  Hall,  52-14 

Technical  Notes 

The  thin  Masonite  panel  has  become  slightly  convex  and  is  some- 
what weak  and  friable  at  the  edges.  Ground  and  paint  are  present 
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on  the  outer  edges,  confirming  that  the  dimensions  are  original. 
Moses  appHed  the  moderately  thick,  off-white  ground.  Infrared 
reflectography  reveals  graphite  lines  outlining  the  barn,  house, 
horses,  and  several  figures.  Manv  of  these  lines  are  \isible  in  nor- 
mal light.  Moses  painted  the  composition  directly,  with  layers  of 
thin,  opaque  paint  (probablv  gouache)  and  prominent  brushvvork. 
She  appears  to  have  incised  the  wet  paint  or  ground  layei-  to  mark 
the  distant  mountain  range,  and  overl)dng  paint  covers  the  line. 
Moses  apparenth'  poked  a  pencil  point  through  the  paint  sui-face  to 
indicate  the  e\'es  and  mouths  ol'the  figures.  A  few  small  paint  losses 
are  present  on  the  leftmost  pine  tree  in  front  of  the  house,  and  the 
Masonite  support  is  exposed.  Small  losses  of  paint  are  also  located 
near  the  top  two  corners.  There  appears  to  be  a  fine  scuff  and 
scratch  on  the  distant  mountains.  The  painting  is  unvarnished. 

Provenance 

To  (Galerie  St.  Etienne,  New  York,  by  1948);  to  Joyce  C.  Hall, 
Kansas  City,  Mo.,  1952;  to  NAMA,  1952. 

Exhibitions 

Possibly  James  Vigeveno  Galleries,  Los  Angeles,  Recent  Work 
hij  America's  Beloved  Grandma  Moses,  20  October-16  Novem- 
ber 1946,  no.  4  (as  The  Checkered  House);  Galerie  St.  Etienne, 
New  York,  Ten  Years:  Grandma  Moses,  23  November-24  Decem- 
ber 1948,  no.  24  (as  Tlie  Old  Checkard  House,  1S53);  Galerie  St. 
Etienne,  New  York,  Grandma  Moses:  Twenty-five  Masteiyieces  of 
Primitive  Art,  19  March-5  May  1951,  no.  11  (as  The  Old  CJteck- 
ered  House  in  1853);  Wilfiam  Rockhill  Nelson  Galleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  CiW,  Mo.,  Paintings  by 
Grandma  Moses,  3-24  June  1951,  no  cat.;  Wichita  Art  Museum, 
Kans.,  Paintings  Loaned  by  the  Friends  of  Aii  Collection,  Wil- 
liam Rockhill  Nelson  Gallenj  and  Atkins  Museum,  Kansas  City, 
22  April-6  May  1956,  no  cat.  (as  The  Old  Checkered  House);  Kan- 
sas State  Fair,  Topeka,  29  August-17  September  1956,  no  cat.; 
Hackley  Art  Galleiy,  Muskegon,  Mich.,  Distin^^uished  Americans, 
30  September-28  October  1956,  no  cat.  (as  The  Old  Checkered 
House);  Lake\dew  Center  for  the  Arts  and  Sciences,  Peoria,  111., 
Two  Hundred  Years  of  American  Painting,  27  March-28  April 
1965,  unnumbered  (as  The  Old  Checkered  House  in  18,53);  Kansas 
Union  Gallery,  Universits' of  Kansas,  Lawrence,  The  Art  of  Women: 
A  Panorama  of  Achievement,  7-26  November  1974,  no  cat. 

References 

Possibly  Kece/if  Work  by  Anwrica's  Beloved  Gnnidnia  Moses  (Los 
Angeles:  James  Vigeveno  Galleries,  1946),  unpaginated  (as  The 
Checkered  House);  Ten  Years:  Graiuhna  Moses,  exh.  cat.  (New 
York:  Galerie  St.  Etienne,  1948),  10,  13  (as  The  Old  Checkered 
House  in  18,53  ^i'^*^^  ^^^''^  Checkard  House,  18,53);  Grandma 
Moses:  Twenty-five  Masteqyieces  of  Primitive  Aii,  exh.  cat.  (New 
York:  Galerie  St.  Etienne,  19,51),  9,  29  (as  The  Old  Checkered 
House  and  The  Old  Checkered  House  in  18,53);  "Modern  Art 
Group  on  Exhibit,"  Wichita  (Buuis.)  Beacon,  22  April  1956,  12G; 
"Museum  Features  Exliibit  of  American  Art,"  Wichita  (Kxms.) 


Beacon,  29  April  1956,  4B;  "Two  Art  Exhibits  Currently  Offered 
at  Art  Museum,"  Wichita  (Kans.)  Ea^^le,  29  April  1956,  4E;  NAMA 
1959,  257  (as  The  Old  Checkered  House  i)}  18,53);  Two  Hundred 
Years  of  American  Painting,  exh.  cat.  (Peoria,  Ilk:  Lakeview  Center 
for  the  Arts  and  Sciences,  1965),  unpaginated  (as  The  Old  Check- 
ered House  in  18,53);  NAMA  1973,  253  (as  The  Old  Checkered 
House  in  18,53);  Otto  Kalfir,  Grandma  Moses  (New  York:  Harry  N. 
Abrams,  1973),  no.  571  (as  The  Old  Checkered  House  in  18^:^). 


Henry  Mosler  (I84i-i920) 

Stroll  in  the  Park,  c.  1875-77  ^ 
(Couitship) 

Oil  on  canvas 

,3,5'/4  X  26¥i  in.  (90.2  x  68  cm) 

Signed  and  inscribed  lower  left:  Ileniy  Mosler.  /  Miinchen. 
Bequest  of  Mrs.  M.B.  Nelson,  56-83/2 

Technical  Notes 

The  fine,  tightly  woven,  t\\nl\  can\'as  has  been  lined  using  a  glue- 
based  adhesive.  The  painted  pictiu'e  surface  does  not  extend  to  the 
left,  bottom,  and  right  edges,  suggesting  that  the  dimensions  are 
original.  Over  a  thin,  opacjue,  off-white  ground,  Mosler  applied  a 
red-brown  wash  to  the  uppei-  background,  and  possibly  overall. 
Infrai-ed  reflectography  reveals  a  few  dark  underdrawdng  lines, 
possibly  ink  or  paint,  outlining  various  forms.  Mosler  painted  the 
picture  indirectly,  using  opaque  paint,  transparent  glazes,  and 
prominent  brushwork.  The  consistency  of  the  paint  ranges  from 
thick  and  pastelike  to  medium-rich  and  fluid.  Thick  paint  strokes 
in  the  underlving  layers  suggest  that  Mosler  reduced  the  proper 
right  shoulder  and  arm  of  the  woman,  the  width  of  her  skirt  on 
the  proper  right  side,  and  the  width  of  the  steps  on  the  right  edge. 
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Mosler  either  lowered  the  woman's  pearl  l:>racelet  or  overpainted 
a  third  strand  of  peails,  which  is  faintly  visible  under  normal  light- 
ing conditions.  A  few  localized,  wade  mechanical  cracks  have 
developed.  The  lining  technique  flattened  areas  of  impasto  and 
enhanced  the  canvas  weave.  Paint  wrinkling,  possibK'  associated 
with  the  lining  technique,  is  e\ddent  throughout.  Extensive  retoucli 
in  the  background  compensates  for  previous  overcleaning.  Small, 
careful  retouch  is  also  evident  throughout,  especially  in  the  dark 
clothing  of  the  man.  Museum  consemition  staff  treated  the  paint- 
ing in  1994,  at  which  time  areas  of  cleaxing  paint  were  consolidated, 
\  arnish  was  removed,  extensive  paint  abrasion  was  retouched,  and 
a  sviithetic  varnish  was  appHed.  Heavily  abraded  paint  in  the  left 
background  was  reconstructed  using  a  \'intage  photograph,  and  a 
synthetic  varnish  was  applied. 

Provenance 

To  Brandes  und  Wolff,  Hanover,  Germany;  Daniel  W.  Powers, 
Rochester,  N.Y.,  by  1889;  to  (American  Art  Galleries,  New  York, 
18-20  Januan-  1899,  lot  84);  to  (Holland  Art  Galleries,  Chicago); 
to  (Findlay  Art  Galleries,  Kansas  City,  Mo.);  to  May  Milhon 
(Mrs.  M.  B.)  Nelson,  Kansas  Git)/,  Mo.,  by  1909;  to  NAMA,  1956. 

Exhibition 

Skirball  Museum,  Los  Angeles,  Henry  Mosler  Rediscovered: 
A  Nineteenth-Centii rij  Americaii- Jewish  Artist,  21  October  1995- 
2  September  1996  (traveled),  no.  7  (as  Courtshi])). 

References 

James  Delafield  Trenor,  A  Descriptive  Catalogue  of  the  Powers  Aii 
Gallery,  Rochester,  N.Y.  (Rochester,  N.Y.:  E.R.  Andrews,  1889), 
unpaginated;  James  Delafield  Trenor,  A  Descriptive  Catalogue  of 
the  Powers'  Art  Gallery,  Rochester,  N.Y.  (Rochester,  N.Y.:  E.R. 
Andrews,  1890),  unpaginated;  James  Delafield  Ti-enor,  A  Descrip- 
tive Catalogue  of  the  Powers  Art  Gallery,  Rochester,  N.Y.  (Roches- 
ter, N.Y.:  E.R.  Andrews,  1897),  unpaginated;  "The  Powers  Galleiy 
Sale,"  Neic  York  Times,  19  Januaiy  1899,  7;  Valuable  Paintings, 
Sculpture,  and  Grand  Clock  Selected  from  the  Powers  Art  Gallery 
Collection  (New  York:  American  Art  Galleries,  1899),  54,  unpagi- 
nated (as  A  Stroll  in  the  Park);  NAMA  1991,  63  (as  Courtship); 
Barbara  C.  Gilbert,  Hennj  Mosler  Rediscovered:  A  Nineteenth- 
Centunj  American-] eivish  Artist,  exh.  cat.  (Los  Angeles:  Skid)all 
Museum,  1995),  39,  64-65,  128-29  Courtship);  WiUiam  Wil- 
son, "TIemy  Mosler  Rediscovered'  Reveals  an  Artist's  Journey," 
Los  Angeles  Times,  13  May  1996,  F8. 


William  Sidney  Mount  (I807-I868) 

Winding  Up,  1836  + 
{Courtship) 

Oil  on  panel 

i(S%  X  in.  (46.7  X  37.9  cm) 

Signed  and  dated  lower  left:  wvs.  viount.  /  1836. 

Gift  of  the  Enid  and  Crosl)y  Kemper  Foundation,  F77-39 

Technical  Notes 

The  wooden  panel  has  beveled  edges  and  is  probably  mahogany. 
The  dimensions  appear  to  be  original,  as  there  is  no  evidence  that 
the  panel  has  been  cut  down.  The  upper  right  corner  has  a  slight 
concave  wai-p.  Over  the  even,  off-white  ground.  Mount  appears 
to  have  applied  a  medium  brown  wash  to  the  backgroimd  and 
possibK^  oxerall.  Inft-ared  reflectography  reveals  a  fairly  detailed 
pen-and-ink  un(lerdl■a\^'ing  outlining  the  figures  and  some  interior 
elements.  Three  parallel  diagonal  perspective  lines  extend  from 
the  man's  chair  toward  the  table  on  the  right  edge.  A  few  of  these 
lines  are  visible  in  normal  Hght.  The  underdrawing  indicates  that 
Mount  slightly  shifted  the  man's  vest  buttons  and  Jacket  pocket 
and  the  inner  edge  of  the  girl's  proper  left  sleeve.  A  few  small 
areas  of  retouch  are  evident  on  the  edges,  and  there  is  extremely 
fine,  pinpoint-size  retouch  on  the  girl's  proper  right  arm  and  the 
man's  proper  left  leg.  In  1997  Museum  consemition  staff  remov  ed 
surface  grime  and  applied  a  natuj-al  resin  varnish. 

Provenance 

To  John  CJlover,  Fairfield,  Gonn.,  and  New  York,  1836;  to  John 
Hem-v  Glover  (his  son),  Fairfield,  Conn.,  by  descent;  to  Charlotte 
Le  Roy  Cdover  (daughter  of  John  Hemy  Glover),  New  York,  by 
descent,  after  1902;  to  Helen  Le  Roy  Smith  (Mrs.  Malcolm  E. 
Smith,  granddaughter  of  John  Hemy  Glover),  New  York,  by 
descent,  after  1932;  (Peter  H.  Davidson  &  Co.,  New  York,  after 
1975);  to  NAMA,  1977. 
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Related  Work 

Study  for  'Winding  Up,"  ink  on  paper,  4%  x  ■t,V2  in.  (12.1  x  8.g  cm), 
private  collection. 

Exhibitions 

National  Academy  of  Design,  New  York,  Twelfth  Annual  Exhi- 
bition, 21  April-4  June  1837,  no.  291  (as  Courtship);  Brooklyn 
Museum,  N.Y.,  Exhibition  of  Drawings  and  Paintings  hi/  William 
Sidney  Mount,  i8oy-i868,  23  Januaiy-8  March  1942,  no.  41; 
Metropolitan  Museum  of  Art,  New  York,  William  Sidney  Mount 
and  His  Circle:  Ai}  Exhibition  of  Paintings  and  Drawings  by  Wil- 
liam Sidney  Mount,  with  a  Group  of  Works  by  His  Friends  and 
Contemporaries,  31  Januaiy-i  April  1945,  no.  5;  Suffolk  Museum, 
Stony  Brook,  N.Y.,  The  Mount  Brothers,  23  August-28  September 
1947,  no.  68;  Suffolk  Museum,  Stony  Brook,  N.Y.,  Painter  of  Rural 
America:  Williain  Sidney  Mount,  iSoy-iSGS,  23  November  1968- 
31  May  1969  (traveled),  no.  11;  William  Rockhill  Nelson  Gallery 
of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
Kaleidoscope  of  American  Painting:  Eighteenth  and  Nineteenth 
Centuries,  2  December  1977-22  Januaiy  1978,  no.  67;  Nelson- 
Atkins  Museum  of  Art,  Kansas  Citv,  Mo.,  Genre,  5  April-15  May 
1983,  no.  37;  Santa  Barbara  Museum  of  Art,  Calif.,  America  in  Art: 
Fifty  Great  Paintings  Celebrating  Fifty  Years,  6June-ii  August 
1991,  imnumbered;  Museums  at  Stony  Brook,  N.Y,  William  Sid- 
ney Mount:  Painter  of  American  Life,  14  August  1998-4  April  1999 
(Amon  Carter  Museum  of  Art,  Fort  Worth,  only),  unnumbered. 

References 

William  Sidney  Mount  Papers,  Archives  of  American  Art,  Smith- 
sonian Institution,  microfilm  reel  SM2,  frame  690  (as  Courtship  or 
Winding  Up);  "The  Fine  Arts:  William  Sidney  Mount,"  New-York 
Mirror  14  (24  December  1836),  206;  "Exhibition,  National  Acad- 
emy of  Design — Concluded,"  New-Yorker  3  (17  June  1837),  205 
(as  Courtship);  "The  Fine  Arts:  The  National  Academy  of  Design. 
Concluded,"  New-York  Mirror  14  (17  June  1837),  407  (as  Court- 
ship); Catalogue  of  the  Twelfth  Annual  Exhibition,  exh.  cat.  (New 
York:  National  Academy  of  Design,  1837),  15,  19  (as  Courtship); 
William  Sidney  Mount  to  Edward  Carey,  9  Januaiy  1842,  Histori- 
cal Society  of  Pennsylvania,  Philadelphia  (as  Courtship);  Jonathan 
Sturges  to  William  Sidney  Mount,  30  December  1842,  New- York 
Historical  Society;  Charles  Lanman,  Letters  from  a  Landscape 
Painter  (Boston:  J.  Munroe,  1845),  244-46;  WiUiam  Sidney  Mount 
to  W.  Schaus,  14  November  1849,  New- York  Historical  Society; 
W.  A.  Jones,  "A  Sketch  of  the  Life  and  Character  of  WiUiam  S. 
Mount,"  American  Whig  Revieic  14  (August  1851),  124  (as  The 
Courtship);  Whitney  Journal  [Mount's  diaiy],  14  November  1852, 
Museums  at  Stony  Brook,  N.Y.  (as  Courtship  or  Winding  Up);  Wil- 
liam Sidney  Mount,  "Catalogue  of  Portraits  and  Pictures  Painted  by 
WiUiam  Sidney  Mount,"  Museums  at  Stony  Brook,  N.Y.  (as  Court- 
ship or  Winding  Up);  Charles  Lanman,  Haphazard  Personalities: 
Chiefly  of  Noted  Americans  (Boston:  Lee  and  Shepard;  New  York: 
C.T.  Dilhngham,  1886),  171;  Edward  P.  Buffet,  "William  Sidney 
Mount,  a  Biography:  The  Story  of  Old-Time  Life  in  Brookhaven 


North,  Told  through  His  Pictures,"  Port  Jefferson  (N.Y.)  Times, 
1  December  1923-12  June  1924,  pt.  13,  WiUiam  Sidney  Mount, 
Archives  of  American  Art,  Smithsonian  Institution,  microfilm  reel 
N737  (as  Courtship);  Catalogue  of  an  Exhibition  of  Drawings  and 
Paintings  by  William  Sidney  Mount,  1807-1868,  exh.  cat.  (Brook- 
lyn, N.Y:  Brooklyn  Museum,  1942),  18;  Maiy  Bartlett  Cowdrey 
and  Hermann  Warner  Williams  Jr.,  William  Sidney  Mount,  i8oy- 
1868:  An  American  Painter  (New  York:  Columbia  University  Press, 
1944),  xi,  5,  12,  17,  50,  fig.  24;  Maiy  Bartlett  Cowdrey,  "Rural 
Genre  and  Anecdote  from  a  Bygone  America:  William  Mount  and 
His  Circle  Seen  at  the  MetropoHtan,"  Art  News  43  (1-14  Febru- 
aiy  1945),  29;  "William  Sidney  Mount:  Painter  Made  Long  Island 
His  Italy,"  LIFE,  25  June  1945,  67;  William  Sidney  Mount  and 
His  Circle:  An  Exhibition  oj  PaiiUings  and  Drawings  by  William 
Sidney  Mount,  with  a  Group  of  Works  by  His  Friends  and  Contem- 
poraries, exh.  cat.  (New  York:  Metropolitan  Museum  of  Art,  1945), 
unpaginated;  The  Mount  Brodiers,  exh.  cat.  (Stony  Brook,  N.Y: 
Suffolk  Museum,  1947),  31,  44;  James  Thomas  Flexner,  History  of 
American  Paititing,  vol.  3,  That  Wilder  Image:  The  Native  School 
from  Thomas  Cole  to  Winslow  Homer  (New  York:  Dover  Publica- 
tions, 1962),  27;  Alfred  Frankenstein,  Painter  of  Rural  America: 
William  Sidney  Mount,  1807-1868,  exh.  cat.  (Stony  Brook,  N.Y: 
Suffolk  Museum,  1968),  18,  22-23;  Alfred  Frankenstein,  William 
Sidney  Mount  (New  York:  Hariy  N.  Abrams,  1975),  27,  52,  7Q-77, 
99,  159,  249,  469,  483,  488,  pi.  10  (as  Winding  Up  and  Courtship); 
Donald  Hoffmann,  "American  Exliibit  Unveils  5  New  Gifts  to  Nel- 
son," Kansas  City  Times,  2  December  1977,  lA,  8A;  "Pictures  at  an 
Exhibition,"  Independent  (Kansas  Cit\',  Mo.),  3  December  1977, 
16;  "Kemper  Gifts  to  the  Nelson,"  Kansas  City  Times,  6  Decem- 
ber 1977,  34;  "American  Painting  Exliibit  Comes  to  Nelson  Gal- 
lery,"  Johnson  County  Sun  (Kansas  City,  Mo.),  9  December  1977, 
5B;  Donald  Hoffmann,  "Images  from  a  New  Land,"  Kansas  City 
Star,  11  December  1977,  iD;  "Kaleidoscope  of  American  Ptiinting: 
Eighteenth  and  Nineteenth  Centuries,"  Gallery  Events  (William 
Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atldns  Museum  of  Fine 
Arts),  December  1977,  unpaginated,  cover;  NAMA  1977,  frontis- 
piece, 57,  162;  "Kaleidoscope  of  American  Painting:  Eighteenth 
and  Nineteenth  Centuries,"  Gallery  Events  (William  Rockhill 
Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts), 
)anuan'  1978,  unpaginated;  "Art  across  North  America,"  Apollo 
107  (April  1978),  328;  WiUiam  L.  McCorkle,  "Nelson  GaUeiy 
Sets  Acquisition  Record,"  Kansas  City  Star,  16  July  1978,  2B; 
Ralph  T.  Coe,  "Valuable  Gifts,"  letter  to  the  editor,  Kansas  City 
Star,  7  May  1980,  18A;  Ross  E.  Taggart,  "American  Paintings 
in  the  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Missouri," 
Antiques  122  (November  1982),  1032;  Genre,  exh.  cat.  (Kansas 
City,  Mo.:  Nelson-Atkins  Museum  of  Art,  1983),  5,  16,  28;  Don- 
ald Hoffmann,  "Kemper  Familv  Donates  $1.5  Million  Portrait," 
Kansas  City  Star,  12  October  1986,  12A;  Sarah  Burns,  "Yankee 
Romance:  The  Comic  Courtship  Scene  in  Nineteenth-Centuiy 
American  Art,"  American  Art  Journal  18,  no.  4  (1986),  52-53,  57, 
69-70;  NAMA  1987,  162-63,  261;  H.  Nichols  B.  Clark,  Francis  W. 
Edmonds:  American  Master  in  the  Dutch  Tradition  (Washington, 
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D.C.:  Smithsonian  Institution,  1988),  104;  William  Kloss,  America 
in  Ai-t:  Fiftij  Great  Faiiitin^s  Celehraiin^  Fifiij  Years,  exh.  cat. 
(Santa  Barbara,  Calif.:  Santa  Barbara  Museum  of  Art,  1991),  74- 
75;  NAMA  1991,  63-64;  NAM  A  1993a,  233;  NAM  A  1993b,  100; 
Deborah  J.  Johnson,  William  Sidney  Mount:  Painter  of  American 
Life,  exh.  cat.  (New  York:  American  Federation  of  Arts,  1998),  39, 
129,  149. 


Georgia  O'Keeffe  (1887-1986) 
Apple  Blossoms,  1930  i 

Oil  oil  cam  as 

36  X  24  in,  {91.4  X  61  cm) 

Signed  and  dated  on  verso  upper  center:  Georgia  O  Keeffe  1930 
Gift  of  Mrs.  Louis  Sosland,  F81-62 

Technical  Notes 

The  canvas  is  a  tightly  woven,  plain-weave  fabric.  The  unpainted 
tacking  margins  confirm  that  the  dimensions  are  original.  The  thin, 
even  white  ground  layer  was  commercially  applied  and  remains 
visible  in  a  few  areas.  The  painting  was  directly  painted  with  some- 
what thin,  opaque,  pastelike  paint.  Stippled  textures  produce  a 
dynamic  surface  in  the  blue  backgi'ound  and  flower  petals,  while 
fluid,  smooth  paint  strokes  are  present  on  most  of  the  green  leaves. 
Subtle  color  variation  in  the  flower  petals  was  achieved  using  a  stip- 
pling technique  to  blend  the  paint.  Infrared  reflectography  reveals 
a  green  leaf  shape,  located  beneath  the  pink  flower  petals  in  the 
upper  right,  extending  into  die  petals.  O'Keeffe  overj^ainted  this 
shape,  stipphng  the  pink  paint  of  the  petals  on  top  ol  the  green 
paint  to  reduce  the  leaf  shape.  The  painting  is  in  excellent  condi- 
tion and  remains  in  its  original  unvarnished  state. 


Provenance 

To  (An  American  Place,  New  York,  by  1931);  to  Rheta  A. 
(Mrs.  Edgar  L.)  Berkley,  later  Mrs.  Louis  Sosland,  Kansas  City, 
Mo.,  October  1933;  to  NAMA,  1981. 

Exhibitions 

An  Aiuerican  Place,  New  York,  Paintings  by  Georgia  O'Keeffe, 
18  Januai-y-27  Eebruaiy  1931,  no  cat.;  William  Rockhill  Nelson 
Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Mo.,  Floiver  Paintin<is  bij  Contemporary  American  Artists, 
31  Januaiy-2S  Febmaiy  1937,  no  cat.;  William  Rockhill  Nelson 
(Talleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City, 
Mo.,  Kansas  City  Collects,  22  Januaiy-28  Eebruaiy  1965,  no.  44; 
Kohler  Galleiy,  Daland  Fine  Arts  Center,  Milton  College,  Wise, 
The  12th  Annual  Festival  of  the  Arts:  Georgia  O'Keeffe,  20  April- 
10  May  1965,  unnumbered;  Museum  of  Fine  Arts,  St.  Petersburg, 
Fla.,  Georgia  O'Keeffe:  The  Artist  in  Focus,  15  November  1998- 
10  Januaiy  1999,  no.  6. 

References 

"Exhibitions  in  New  York:  Georgia  O'Keeffe,  An  American  Place," 
Art  News  29  (24  Januaiy  1931),  9;  M.K.P,  "In  Galleiy  and  Stu- 
dio," Kansas  City  Star,  29  Januaiy  1937,  20  (as  Cherry  Blossoms  by 
Georgia  O'Keefe);  "Exhibition  of  Flower  Paintings,"  Netvs  Flashes 
(William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  3  (1  Eebruaiy  1937),  1  (as  Cherry  Blossoms  by  Geor- 
gia O'Keefe);  M.  K.  P.,  "Exhibition  of  Flower  Paintings  in  Nelson- 
Atkins  Galleiy  Loan  Rooms  Includes  Pictures  by  Distinguished 
American  Artists — Georgia  O'Keefe  Paints  Apple  Blossoms  Enor- 
mously Enlarged,"  Kansas  City  Times,  1  Eebruaiy  1937,  9;  Musical 
Bulletin  (William  Rockliifl  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts),  March  1937  (as  Cherry  Blossoms  by  Geor- 
gia O'Keefe),  clipping,  Scrapbook,  NAMA  Archives;  Kansas  City 
Collects,  exh.  cat.  (Kansas  City,  Mo.:  William  Rockhill  Nelson  Gal- 
leiy of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  1965),  unpagi- 
nated;  The  12th  Annual  Festival  of  the  Arts:  Georgia  O'Keeffe,  exli. 
cat.  (Milton,  Wise:  Kohler  Galleiy,  Daland  Fine  Arts  Center,  Mil- 
ton College,  1965),  nnpaginated;  Nicholas  Callaway,  ed.,  Georgia 
O'Keeffe:  One  Hundred  Flowers  (New  York:  Alfred  A.  Knopf, 
in  association  widi  Callaway  Editions,  1987),  pi.  83  (reproduced 
upside  down);  The  Society  of  Fellows  Silver  Anniversary  (Kansas 
City,  Mo.:  Nelson-Atkins  Museum  of  Art,  1990),  nnpaginated; 
NAMA  1991,  6,  172;  NAMA  1993a,  247;  Journal  of  the  America)} 
Medical  Association  271  (13  April  1994),  cover;  Loretta  S.  Loftus, 
"The  Cover,"  Journal  of  the  American  Medical  Association  271 
(13  April  1994),  1060;  Cara  Montgomeiy  Stephenson,  Looking  at 
Flowers  (West  Palm  Beach,  Fla.:  K.P.  International,  1994),  60,  96; 
"Museum  of  Fine  Arts  Offers  Unique  Perspectives  on  the  Works  of 
Georgia  O'Keeffe,"  Pinellas  News  (St.  Petersburg,  Fla.),  23  Octo- 
ber 1998,  1;  "Georgia  O'Keeffe:  The  Artist  in  Focus,"  Mosaic: 
News  from  the  Museum  of  Fine  Arts,  St.  Petersburg,  Florida, 
October-December  1998,  9;  Jennifer  Hardin,  Georgia  O'Keeffe: 
The  Artist  in  Focus,  exh.  cat.  (St.  Petersburg,  Fla.:  Museum  of  Fine 
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Arts,  1998),  14-15,  32;  Barbara  Buhler  L)me,s,  Georgia  O'Keejfe: 
Catalogue  Ralsoniie  (New  Haven:  Yale  University  Press,  in  asso- 
ciation with  National  Gallen'  of  Art  and  Georgia  O'Keeffe  Foun- 
dation,  1999),  1:428  (reproduced  upside  down);  "Being  Georgia 
O'Keeffe:  The  Artists'  View,"  Calendar  (Nelson-Atkins  Museum 
of  Art),  November  2001,  4. 


Robert  Jenkins  Onderdonk  (1853-1917) 

Redfish,  1890 
{Red  Snappers) 

Oil  on  canvas 

24  X  iS  in.  (61  X  45,7  cm) 

Signed  and  dated  lower  left:  R. ).  Onderdonk  '90 

Gift  of  Miss  Lonise  Kroenert  in  nuMnoiT  of  her  lather  William  Kroenert, 
53-54 

Technical  Notes 

The  original  cauMis  is  a  tightl)-  woven,  plain-weave  fabric  that  has 
been  lined  tising  a  glue-based  adhesive,  flattening  some  impasto. 
Possible  alterations  to  the  original  dimensions  are  difficult  to 
determine  because  tacking  margins  have  been  removed.  The 
opaque,  off-white  ground  laver  was  thinly  applied.  The  imprima- 
tura  appears  to  consist  of  a  brown  wash.  Thick  brushstrokes  in  the 
underlying  paint  reveal  a  circular  shape  beneath  the  foliage  on  the 
left.  Thick  edges  of  paint  in  the  pentimenti  reveal  that  Onderdonk 
initially  painted  a  roimded  knife  handle  that  he  later  altered  to 
form  a  square  shape.  The  artist  painted  indirectly,  v\dth  thin,  fluid 
paint  and  a  wet-into-wet  application.  Thin,  fluid  washes  of  paint 
were  applied  to  the  background.  Thick,  opaque  paint  strokes  define 
the  body  of  the  fish,  and  cinwing  paint  strokes  and  a  crisscross- 
ing, incised  paint  define  the  scales.  Moderate  impasto  provides 


highlights.  Onderdonk  applied  dark  bro\\ni  and  red-orange  glazes 
to  the  shadows.  One  small  loss  of  paint  and  groimd  is  visible  on  the 
body  of  the  right  fish;  no  other  paint  losses  are  apparent.  Retouch 
is  present  in  the  upper  right  quadrant  and  is  matte  in  appearance 
and  slightly  discolored.  Additional  retouch  is  located  thi'oughout 
the  background,  the  handle  of  the  knife,  tack  holes  at  the  right  and 
left  edges,  and  the  shadow  of  the  rope.  The  varnish  is  probably  a 
natural  resin. 

Provenance 

Louise  Kroenert,  Kansas  City,  Mo.;  to  NAMA,  1953. 
Exhibition 

Municipal  Auditorium,  Kansas  City,  Mo.,  ["Exhibition  in  Conjunc- 
tion witl)  the  Consumer's  Cooperative  Association  31st  Annual 
Meeting"],  1-4  December  1959,  no  cat. 

References 

NAMA  1959,  257  (as  Red  Snappers);  NAMA  1973,  254  (as  Red 
Snappers). 


John  W.  Orth  (1889-1976) 
Chrysanthemums,  n.d. 

Oil  on  Vlasonite 

30  X  36  in.  (76.2  X  91.4  cm) 

Signed  lower  right:  j.W.  Orth  - 

Gift  of  the  Howard  P.  Treadwav  and  Tertia  F.  Treadwa\-  Collection,  40-1/2 

Technical  Notes 

The  moderate  groimd  layer,  probably  gesso,  is  bright  white  and 
was  applied  by  the  artist.  Thin  washes  of  gradating  puq:)le,  blue, 
and  green  paint  were  applied  to  the  background.  The  still  life  was 
rendered  in  thin  paint  \\'ith  loose  brushwork,  transparent  washes, 
and  wet-into-wet  applications  of  fluid  transparent,  semitranspar- 
ent,  and  opaque  paint.  Thicker  brushstrokes  define  the  flowers.  In 
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several  areas,  Orth  removed  wet  paint  using  a  diy  brush  to  expose 
the  underlying  gesso  and  form  white  shapes.  Fingerprints  that 
dab  and  smear  the  paint  are  evident  throughout  the  composition, 
paiticularlv  in  the  flower  petals.  Much  like  the  scraped  paint  of 
the  signature,  there  are  a  few  white  scraped  lines  along  the  flower 
petals.  The  varnish  appears  to  be  a  natural  resin. 

Provenance 

Howard  and  Tertia  Ti-eadway,  Kansas  City,  Mo.;  to  NAMA,  1940. 
Exhibition 

Winfield  Public  Schools,  Kans.,  Februaiy  1942,  no  cat. 
Reference 

"Oil  Paintings  in  Cooldngham's  Office  Taken  Back  to  Nelson  Art 
Galleiy,"  [1958-60],  clipping,  Scrapbook,  NAMA  Archives. 


Thomas  Proudley  Otter  (1832-1890) 
On  the  Road,  i860  -f 

Oil  on  canvas 

22 '/fi  X  45'Ks  in.  (56.2  x  115. ,3  cni) 

Signed  and  dated  lower  center:  T  O.  /  P.  /  18  60 

Pnrcha.se:  Nelson  Trust,  30-1 

Technical  Notes 

The  original  canvas  is  a  plain-weave  fabric  that  has  been  lined  to  a 
secondaiy  fabric  with  a  wa.x-based  adhesive.  The  tacking  margins 
have  been  removed.  A  ridge  of  paint,  formed  when  the  paint  was 
still  wet,  is  present  on  all  four  edges  and  indicates  that  the  dimen- 
sions are  original.  The  opaque,  off-white  ground  is  thinlv  applied. 
Under  normal  lighting  conditions,  a  few  horizontal  graphite  lines 
are  visible  beneath  the  paint  layer  of  the  foreground.  Infrared 
reflectography  reveals  other  graphite  underdrawing  lines:  several 
parallel  horizontal  lines  defining  the  edges  of  the  train  and  numer- 
ous horizontal,  vertical,  and  a  few  diagonal  lines  in  the  foreground. 
Otter  apphed  a  medium  brown  wash  to  the  bottom  half  of  the 
canvas.  The  landscape  was  indirectly  painted  with  opaque  paint 
and  transparent  glazes.  The  paint  was  mostly  applied  thinly  with 
the  exception  of  a  few  low  stippled  textures  in  the  foreground, 
trees,  highlights  on  the  covered  wagon,  and  smoke  of  the  train.  A 


somewhat  diy,  opaque  scumble  of  cream-colored  paint  produces 
the  dust  from  the  horses  and  wagon.  The  artist  expanded  the  width 
and  height  of  the  second  train  car  slightly;  the  train  car  was  initially 
equal  in  height  to  the  first  coal  car.  A  cun-ing  white  shape  resem- 
bling a  covered  v/agon  is  faintly  visible  near  the  bridge,  directly 
below  the  train  engine.  Otter  ovei"painted  the  wagon  with  green 
paint.  There  appears  to  have  been  a  third  covered  wagon  near  the 
front  horses.  This  wagon  was  also  oveqoainted  with  green  paint. 
Otter  appears  to  have  repainted  the  upper  sky  v.dth  broad  hori- 
zontal brushstrokes  and  an  opaque,  medium  blue  paint.  This  o\'er- 
paint  was  carefully  applied  around  the  tree  branches  and  mountain 
range  and  does  not  extend  to  the  outermost  edges,  indicating  it  was 
probably  applied  while  the  painting  was  in  the  frame.  Mechani- 
cal cracks  are  visible  in  the  overlying  blue  paint  when  examined 
under  magnification,  indicating  that  this  layer  is  quite  old.  A  small 
amount  of  retouch,  mainly  on  the  edges,  is  apparent  under  ultra- 
violet radiation.  The  varnish  appears  to  be  a  natural  resin. 

Provenance 

(Carl  Lindborg,  Newton  Square,  Pa.,  by  1949);  to  NAMA,  1950. 
Exhibitions 

Pennsylvania  Academy  of  the  Fine  Arts,  Philadelphia,  Thirtij- 
seventh  Annual  Exhibition  of  the  Pennsylvania  Academy  of  the 
Fine  Arts,  23  April-16  June  i860,  no.  249;  Boston  Athenaeum,  The 
Thirtij-sixth  Exhibition  of  Paintings  and  Statuary,  July-8  Decem- 
ber i860,  no.  315  (artist  as  S.  P.  Otter);  Joslyn  Art  Museum,  Omaha, 
Neb.,  Life  on  the  Prairie:  The  Artist's  Record,  12  May-4  July  1954, 
unnumbered;  City  Art  Museum  of  St.  Louis  and  Walker  Art  Cen- 
ter, Minneapofis,  Westward  the  Waij:  The  Character  and  Develop- 
ment of  the  Louisiana  Territory  as  Seen  by  Artists  and  Writers 
of  the  Nineteenth  Centurij,  22  October  1954-28  Februaiy  1955 
(traveled),  no.  219;  Denver  Art  Museum,  Building  the  West,  9 
October-27  November  1955,  no.  67;  Coe  College,  Cedar  Rapids, 
Iowa,  Midwest  Heritage  Conference,  27  March-20  April  1956,  no 
cat.;  Fort  Worth  Art  Center,  The  L~on  Horse  in  Art:  The  Railroad  as 
It  Has  Been  Inteiyreted  hij  Artists  of  the  Nii\eteenth  and  Twentieth 
Centuries,  6  January-2  March  1958,  no.  35;  American  Federation 
of  Arts,  New  York,  A  Hundred  Years  Ago,  19  September  1958- 
November  1959,  no  cat.;  Den\'er  Art  Museum,  The  Western  Fron- 
tier, 28  Julv-9  October  1966,  unnumbered;  Denver  Art  Museum, 
The  American  Panoran}a,  17  March-27  May  1968,  unnumbered 
(not  in  exh.  cat.);  Whitnev  Museum  of  American  Art,  New  York, 
The  American  Frontier:  Images  and  Myths,  26  June-16  Septem- 
ber 1973,  no.  49;  William  Rockhill  Nelson  Galleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Nineteentli 
Centurij  American  Painting,  17  Februaiy-31  March  1974,  no  cat.; 
National  Collection  of  Fine  Arts,  Washington,  D.C.,  America  as 
Art,  30  April-7  November  1976,  no.  190;  William  Rockhill  Nel- 
son Calleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  Kcdeidoscope  of  America)!  Painting:  Eighteenth  and 
'Nineteenth  Centuries,  2  December  1977-22  Januaiy  1978,  no.  71; 
Currier  Galleiy  of  Art,  Manchester,  N.H.,  By  the  Side  of  the  Road, 
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24june-22  October  1978,  no.  lO;  National  Museum  of  Ameri- 
can Art,  Washington,  D.C.,  The  West  as  America:  Reinteiyreting 
Images  of  the  Frontier  i820-ig20,  15  March-28  July  1991,  no.  30; 
Palazzo  delle  Esposizioni,  Rome,  Italy,  The  American  West:  LArte 
delta  Frontiera  A)nericana,  1830-1920,  11  December  1993- 
28  February  1994,  unnumbered;  Trust  for  Museum  Exliibitions, 
Washington,  D.C.,  The  American  West:  Out  of  Myth,  into  Reality, 
19  February-31  December  2000  (traveled),  unnumbered. 

References 

"The  Academy  of  Fine  Arts,"  PhiladeJphia  Inquirer,  3  May  i860, 
4;  Catalogue  of  the  TJiiny-seventh  Annual  Exhibition  of  the  Penn- 
sylvania Acadenuj  of  the  Fine  Arts,  exh.  cat.  (Philadelphia:  Collins, 
Printer,  i860),  21;  Catalogue  of  the  Thirty-sixth  Exhibition  of 
Paintings  and  Statuary  at  the  Athenaeum  Gallery,  exh.  cat.,  3rd  ed. 
(Boston:  Prentiss  &  DeLand,  i860),  20  (artist  as  S.  P  Otter);  "What 
Do  U.S.  Museums  Buy?"  LIFE,  31  July  1950,  42;  "Early  Painting 
in  Missouri,"  Gallery  Neics  (William  Rockhill  Nelson  Galleiy  of 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  16  (June-September 
1950),  unpaginated;  Life  on  the  Prairie:  The  Aitisfs  Record,  exh. 
cat.  (Omaha,  Neb.:  Joslyn  Art  Museum,  1954),  6;  A.  Sheldon  Pen- 
noyer,  Locomotives  in  Our  Lives:  Experiences  of  Three  Rrothers 
icidi  Regtdar,  Narrow-  and  Sniall-Gauge  Railroads  (New  York: 
Hastings  House,  Pubhshers,  1954),  52;  Peny  T.  Rathbone,  ed.. 
Westward  the  Way:  The  Character  and  Development  of  the  Loui- 
siana Territory  as  Seen  by  Artists  and  Writers  of  the  Nineteenth 
Century,  exh.  cat.  (St.  Louis:  City  Art  Museum  of  St.  Louis,  in  col- 
laboration \vith  Walker  Art  Center,  Minneapohs,  1954),  253,  272, 
277;  Royal  Hassrick  and  Cile  M.  Bach,  Building  the  West,  exli.  cat. 
(Denver:  Denver  Art  Museum,  1955),  22,  30;  The  h'on  Horse  in 
Ai-t:  The  Railroad  as  It  Has  Been  Inteqrreted  by  Artists  of  the  Nine- 
teenth and  Twentieth  Centuries,  exh.  cat.  (Fort  Worth:  Fort  Worth 
Art  Center,  1958),  unpaginated,  fig.  13;  John  Gudmundsen,  Tlie 
Great  Provider:  The  Dramatic  Story  of  Life  Insu  ra  nce  in  America 
(South  Nonvalk,  Conn.:  Industrial  Publications  Co.,  1959),  38-39; 
Alvin  M.  Josephy  and  Richard  M.  Ketchum,  eds..  The  American 
Heritage  Book  of  die  Pioneer  Spirit  (New  York:  American  Heritage 
Publishing  Co.,  1959),  350-51;  NAMA  1959,  257;  Mabel  B.  Casner 
and  Ralph  H.  Gabriel,  Story  of  the  American  Nation  (New  York: 
Harcourt,  Brace  &  World,  1962),  320-21;  Edmund  Fuller  and 
B.  Jo  Kinnick,  Adventures  in  American  Literature,  Laureate  ed. 
(New  York:  Harcourt,  Brace  &  World,  1963),  704-5;  United  States 
History:  Grade  7  (River  Forest,  Ilk:  Laidlaw  Brothers,  1965),  285; 
The  Western  Frontier,  exh.  cat.  (Denver:  Denver  Art  Museum, 
1966),  unpaginated;  William  Young,  A  Dictionary  of  American  Art- 
ists, Sculptors  and  Engravers:  From  the  Beginnings  through  the 
Turn  of  the  Twentieth  Century  (Cambridge,  Mass.:  W.  Young, 

1968)  ,  346;  Robert  Phillips  Ludlum  et  ak,  American  Government: 
National — State — Local,  rev.  ed.  (Boston:  Houghton  Mifflin  Co., 

1969)  ,  357;  John  Clark  Hunt,  "Over  the  Alleghenies,  into  Histoiy," 
American  History  Illustrated  5  (August  1970),  24-25;  Irene  J. 
Brennan,  "Joining  of  the  Rails,"  Nevadan,  supplement  to  Las  Vegas 
Review-Journal,  11  Februaiy  1973,  31;  Patricia  Hills,  The  American 


Frontier:  Images  and  Myths,  exli.  cat.  (New  York:  Whitney  Museum 
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Technical  Notes 

The  original  canvas  is  a  coarse,  plain-weave  fabric  that  has  been 
lined  to  a  secondaiy  support  with  a  wax-based  adhesive.  The  lin- 
ing has  flattened  some  areas  of  impasto.  The  tacking  margins  have 
been  removed,  and  there  are  no  origi]ial  stretcher  cracks  that 
might  verify  the  original  dimensions.  The  ground  laver  is  opaque 
and  light  beige  in  color.  Patrick  appears  to  have  underpainted  the 
horse  wdth  a  dark  red-bro^^^l  paint.  Above  this  layer,  he  applied 
opaque,  red-orange,  brown,  and  pink  paint  to  define  the  highlights 
and  musculature  of  the  horse.  The  legs  of  the  horse  were  painted 
black,  and  opac^ue,  gray  paint  highflghts  the  tendons  and  hair.  The 
underlying  black  paint  remains  \isible  in  the  shadows.  In  general, 
the  painting  was  rendered  using  an  indirect  painting  technique 
consisting  of  opaque  paint,  transparent  glazes,  and  relati^  el\"  fluid 
paste  paint.  The  prominent  brushwork  is  loose  and  painterl\;  and 
low  to  moderate  impasto  appears  throughout.  The  texture  of  the 
coarse  canvas  weave  is  visible  ox'erall.  Dark  bi-o\\m  glazes  were 
applied  to  the  shadows.  A  few  areas  of  opaque,  gray  paint  are  also 
visible  in  the  shadows  of  the  horse's  body.  The  sky,  distant  build- 
ings, and  foreground  were  directly  painted  with  opaque  paint  and 
wet-in  to-wet  paint  applications.  Paint  strokes  that  form  hatching 
lines  are  evident  in  several  areas.  The  painting  has  been  treated 
twice,  by  the  Kansas  Git\'  artist  Daniel  MacMorris  in  1956-57,  and 
bv  Museum  consen'ation  staff  in  1994,  when  a  synthetic  \  arnish 
was  applied.  A  significant  amount  of  retouch  was  noted  during  this 
treatment. 
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Provenance 

To  Grayce  Patrick  Wray  and  Hazel  Patrick  Rickenbaclier  (daugh- 
ters of  the  artist),  Kansas  City,  Mo.,  and  Prairie  Vilkige,  Kans.,  by 
descent,  1937;  to  Cherie  Wray  Smith  (granddaughter  of  the  art- 
ist), Overkmd  Park,  Kans.,  1990,  and  Pattie  Rickenbacher  Gor- 
don (granddaughter  of  the  artist),  Overkxnd  Park,  Kans.,  1993;  to 
NAMA,  1994. 

Related  Work 

Sttidij  for  Bnitalitij,  1887,  oil  on  canvas,  3o'/2  x  25  in.  (77.5  x 
63.5  cm),  collection  of  Cherie  Wray  Smith  and  Pattie  Ricken- 
bacher Hogan,  Overland  Park,  Kans. 

Exhibitions 

Societe  des  Artistes  Fran(,'ais,  Paris,  Salon  de  1888^  1  May-June 
1888,  no.  871  (as  Bnitalite);  Munich,  III.  hitcnmtionalcn  Kunsi- 
ausstelhing,  June-October  1888,  no.  1812  (as  Bnitalitat);  Paris, 
Exposition  Universelle  Intenuitionale  de  Paris  i88q,  5  May- 
5  November  1889,  no.  235  (as  Briitalite)-  Brandies  Department 
Store,  Omaha,  Neb.,  May  1908,  no  cat.;  Theaterette  of  Jones 
Diy  Goods  Company,  Kansas  City,  Mo.,  12  Februaiy  1908-1933, 
unnumbered;  Kansas  City  Art  Institute,  Mo.  Jolin  Douglas  Patrick's 
Fifty  Years  of  Painting,  ii-'zy  December  1936,  no  cat.;  Broadway- 
Valentine  Shopping  Center,  Kansas  City,  Mo.,  Art  Exhibit,  May- 
1  June  1961,  no  cat.;  Nelson-Atkins  Museum  of  Art,  Kansas  City, 
Mo.,  Jolin  Douglas  Patrick,  4  May-4  August  1996,  unnumbered. 
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Catherine  and  ElizahefJi  Hall,  1776  -f 

Oil  on  cam  as 

3o'/i  X  25'/i  in.  (76. S  x  64.1  cm) 

Signed  and  dated  lower  right:  C.W.  Peale  /  pinx  1776 

Gift  oC  William  B.  and  Harvev  R.  Fnllerton,  de.scendant.s  of  the  sitters, 

F90-16 

Technical  Notes 

The  mediiun-weight,  tightlv  woven,  plain-weave  canvas  has  been 
lined  three  times,  most  recentlv  with  a  wax-based  adliesix'e.  The 
tacking  margins  have  been  remo\'ed,  but  a  cusping  pattern  on  the 
left  edge  and  stretcher  cracks  suggest  that  the  dimensions  have 
not  been  significantly  altered.  Lifrared  reflectography  revealed  no 
underdrawing  over  the  opaque,  off-white  ground.  Peale  imder- 
painted  the  face,  chest,  and  arms  of  the  two  children  with  a  cool. 


light  blue  paint  before  rendering  the  portrait  wdth  thin,  fluid, 
opaque  paint  and  transparent  glazes.  Veiy  low  impasto  is  evident 
on  the  highlights  of  the  flower  basket,  lace,  and  necklaces.  Some- 
what cupped,  mechanical  cracks  have  developed  overall.  The 
canvas  weave  is  pronounced  as  a  result  of  the  lining  technique.  A 
significant  amount  of  retouch  is  scattered  throughout,  particularly 
on  the  standing  girl's  proper  right  cheek,  nose,  and  arm,  the  seated 
girl's  white  dress,  and  the  background.  Museum  consen/ation  staff 
treated  the  painting  in  1964  and  1992.  At  the  latter  time  surface 
grime,  varnish,  and  discolored  retouch  were  removed,  revealing 
extensive  paint  abrasion  in  the  background  and  blue  dress.  A  syn- 
thetic varnish  was  applied,  paint  losses  were  filled,  and  abrasions 
and  fills  were  toned  to  match  the  surrounding  paint. 

Provenance 

To  Elihu  Hall  and  Catherine  Orrick  Hall  (parents  of  the  sitters), 
Cecil  County;  Md.,  1776;  to  Elizabeth  Hall  Ogle  (sitter),  Baltimore, 
c.  1790;  to  Catherine  Hall  Ogle  Borland  (daughter  of  the  sitter 
Elizabeth),  Leavenworth,  Kans.,  by  descent,  after  1841;  to  William 
Patterson  Borland  (grandson  of  the  sitter  Elizabeth),  Kansas  City, 
Mo.,  by  descent,  after  1865;  to  Katherine  Hall  Borland  FuUerton 
(great-granddaughter  of  the  sitter  Elizabeth),  Kansas  City,  Mo., 
bv  descent,  after  1885;  to  William  Borland  FuUerton  (great-great- 
grandson  of  the  sitter  Elizabeth),  Kansas  City,  Mo.,  by  descent, 
after  1943;  to  William  Borland  FuUerton  Jr.  (great-great-great- 
grandson  of  the  sitter  Elizabeth)  and  Hai'vev  R.  FuUerton  (great- 
great-great-grandson  of  the  sitter  Elizabeth),  Kansas  City,  Mo.,  by 
descent,  after  1961;  to  NAMA,  1990. 

Exhibitions 

William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Cits;  Mo.,  American  Ancestor  Poi~traits, 
4  April-3  May  1953,  no  cat.  (as  Elizabeth  [age  4]  and  Catherine 
Hall  [age  I'A]);  WiUiam  RockhiU  Nelson  CTalleiy  of  Art  and  MaiT 
Atkins  Museum  of  Fine  Arts,  Kansas  Citv,  Mo.,  Kansas  Citi/  Col- 
lects, 22  Januai'y-28  Februaiy  1965,  no.  4  (as  Portrait  of  Elizabeth 
and  Catherine  Hall);  WiUiam  Rockliill  Nelson  GaUeiy  of  Art  and 
Mary  Atkins  Musemn  of  Fine  Arts,  Kansas  City,  Mo.,  Kaleido- 
scope of  A)ncrican  Painting:  Eighteenth  and  NineteentJi  Centuries, 
2  December  1977-22  JanuaiT  1978,  no.  11. 

References 

Theodore  Bolton,  "Charles  Willson  Peale:  The  First  Catalogue  of 
His  Portraits  in  Oils  and  in  Miniature, "  Art  Qiuwterhj  supplement, 
2  (1940),  425;  Charles  Coleman  Sellers,  Portraits  and  Miniatures 
bij  Charles  Willson  Peale  (Philadelphia:  American  Philosophical 
Societ)',  1952),  2:94  (as  Hall  Children);  jane  Fletcher  Saunders, 
"Early  Day  Portraits  in  April  Exliibition,"  Independence  (Mo.) 
Examiner,  27  March  1953,  12;  Winifred  Shields,  "Ancestor  Portrait 
Show  Leads  to  Bizarre  Family  Reunion,"  Kcnisas  Citij  Star,  3  April 
1953,  20;  Kcujsas  Citij  Collects,  exli.  cat.  (Kansas  Cit^^  Mo.:  WiUiam 
Rockhill  Nelson  Gallen'  of  Art  and  Man'  Atkins  Museum  of  Fine 
Arts,  1965),  unpaginatecl  (as  Portrait  of  Elizabeth  and  Catherine 
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HaU)\  Charles  Coleman  Sellers,  "Charles  Willson  Peale  wath 
Patron  and  Populace,"  Transactiom  of  the  American  Pliilosopliical 
Society  59  (May  1969),  65,  118;  NAMA  1977,  18;  Heniy  Adams, 
"Family  Heirloom  Enters  the  Museum,"  Calendar  (Nelson-Atkins 
Museum  of  Art),  May  1991,  2-3  (as  Poiirait  of  Cafherine  and 
Elizabeth  Hall)-  NAMA  1991,  6,  18. 


Raphaelle  Peale  (1774-is25) 

Lijdia  Hartford  Wallace  Berrett,  c.  1800 
{Lijdia  Wallace  Berrett) 

Oil  on  canvas 

2S'/i(i  X  24 '/16  in.  (71.3  X  61.1  cm) 

Gift  of  Mrs.  Edmund  Morris  Ilanscll,  49-80 

Technical  Noles 

The  coarse,  herringbone-t\vill  canvas  contains  horizontal  bands  of 
blue  or  black  threads  and  has  been  lined  to  a  secondaiy  fabric  sup- 
port using  a  wax-based  adhesive.  The  tacking  margins  have  been 
removed,  and  it  is  difficult  to  determine  whether  the  dimensions 
have  been  altered.  No  underdrawdng  was  apparent  under  normal 
light.  Over  the  opac^ue,  off-white  groimd,  Peale  underpainted  the 
face  with  an  opaque,  black  paint  before  rendering  the  portrait 
with  opaque  paint  of  a  fiuid  paste  consistency.  An  orange  paint 
stroke  beneath  the  proper  right  cheek  reveals  that  Peale  slightly 
altered  the  contour  of  the  face.  Mechanical  cracks  are  apparent  in 
the  thicker  paint  of  the  face  and  body,  and  a  spiral  impact  crack 
has  formed  on  the  chest.  The  canvas  weave  is  pi-onoimced  as  a 
result  of  the  lining  technique.  Paint  abrasion  is  evident  throughout, 
especially  in  the  dress,  scarf,  and  hair,  where  exposed  colored  can- 
vas threads  make  the  surface  appear  dirty.  Fine  retouch  has  been 
applied  to  the  paint  abrasion.  Larger  areas  of  retouch  appear  in  the 


collar  and  loackground.  The  varnish  has  a  moderately  high  sheen 
and  is  probably  synthetic. 

Provenance 

To  Robert  and  Lydia  Berrett  (husband  of  the  sitter  and  sitter),  Phila- 
delphia, c.  1800;  Edmund  Morris  Hansell  (great-grandson  of  the 
sitter),  Kansas  City,  Mo.,  by  descent;  to  Josephine  (Mrs.  Edmund 
Morris)  Hansell,  Kansas  City,  Mo.,  by  bequest,  after  1936;  to 
NAMA,  1949. 

Exhibitions 

William  Rockliill  Nelson  Gallery  of  Art  and  Mar)/  Atkins  Museum 
of  Fine  Arts,  Kansas  Citv,  Mo.,  American  Ancestor  Portraits, 

4  April-3  May  1953,  no  cat.;  William  Rockliill  Nelson  Galleiy  of 
Art  and  Mai-v  Atldns  Museum  of  Fine  Arts,  Kansas  Citv,  Mo.,  The 
Century  of  Mozai-f,  15  Januaiy-4  March  1956,  no.  84  (as  Lydia 
Wallace  Berrett  );  Detroit  Institute  of  Arts  and  Munson-Williams- 
Proctor  Institute,  Utica,  N.Y.,  The  Peale  Family:  Three  Generations 
of  American  Artists,  18  Januaiy-7  May  1967  (traveled),  no.  114 
(as  Mrs.  Robert  Berrett);  William  Rockliill  Nelson  Galleiy  of  Art 
and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  Git)/,  Mo.,  Nine- 
teenth Century  American  Painting,  17  Februaiy-31  March  1974, 
no  cat. 

References 

Nell  Sneak,  "Nelson  Galleiy  to  Open  Ancestor  Portrait  Exliibition," 
Kjansas  Citij  Star,  29  March  1953,  3C;  The  Century  of  Mozart, 
exh.  cat.  (Kansas  City,  Mo.:  William  Rocldiill  Nelson  Galleiy  of 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  1956),  14,  31  (as  Lydia 
Wallace  Berrett);  NAMA  1959,  257  (as  Ly(ha  Wallace  Berrett); 
Hilton  Kramer,  "The  Peales:  Artists  and  Others,"  NeiL-  York  Times, 

5  Februaiy  1967,  sec.  2,  27;  Alfred  Frankenstein,  "The  Peale 
Clan  in  Contrast,"  San  Francisco  SiDiday  Exaniiner  Ix  Chronicle, 
2  April  1967,  This  World  sec,  25-26  (as  Lydia  Wallace  Berrett); 
W.  H.  Gerdts,  "The  Peale  Family  at  Detroit  and  Utica,"  BurJington 
Magazine  109  (April  1967),  26 1;  Charles  Flam,  The  Peale  Family: 
Three  Generations  of  America)]  Artists,  exh.  cat.  (Detroit:  Detroit 
Institute  of  Arts  and  Wayne  State  University  Press,  1967),  16,  91, 
93  (as  Mrs.  Robert  Berrett);  NAMA  1973,  254  (as  Lydia  Wallace 
Berrett);  Donald  Hoffmann,  "The  Truth'  in  American  Art,"  Ka)i- 
sas  City  Star,  24  Februan"  1974,  4E;  Ross  E.  Taggart,  "American 
Paintings  in  the  Nelson-Atkins  Museum  of  Art,  Kansas  Git)',  Mis- 
souri," Antiques  122  (November  1982),  1029;  Lillian  B.  Miller, 
"Father  and  Son:  The  Relationship  of  Charles  Willson  Peale  and 
Raphaelle  Vesle,"  American  Art  Journal  25  (1993),  38,  45. 
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RaPHAELLE  PeALE  (1774-1825) 
Robert  Berrett,  c.  1800 

Oil  on  can\'as 

28  X  24 '/s  in.  (71.1  X  61.3  cm) 

Gift  of  Mr.  and  Mns.  Maurice  B.  Iian.sell  51-59 

Technical  Notes 

The  coarse  herringbone-twill  canvas  contains  horizontal  bands  of 
blue  or  black  threads  and  has  been  lined  to  a  secondaiy  fabric  sup- 
port using  a  wtix-based  adhesive.  The  tacking  margins  have  been 
removed,  making  it  difficult  to  determine  whether  the  dimensions 
have  been  altered.  No  underdrawing  was  apparent  under  normal 
hght.  Over  the  opaque,  light  gray  ground,  Peale  undei-painted  the 
face  with  an  opaque,  dark  brown  oi"  black  paint  before  render- 
ing the  portrait  with  opaque  paint  of  a  fluid  paste  consistency. 
X-radiography  suggests  that  Peale  lowered  the  proper  right  shoul- 
der. Mechanical  cracks  have  developed  overall,  and  two  spiral 
impact  cracks  are  located  on  the  proper  right  forehead  and  proper 
right  arm.  The  canvas  weave  is  pronounced  as  a  result  of  the  lining 
technique.  Paint  abrasion  is  cNident  throughout,  especially  in  the 
jacket,  where  exposed  colored  canvas  threads  make  the  surface 
appear  dirty.  A  few  broad  strokes  of  retouch  appear  on  the  x'est 
lapels  and  the  bottom  of  the  proper  right  arm.  The  varnish,  which 
has  an  uneven  sheen,  is  probably  synthetic. 

Provenance 

To  Robert  and  Lydia  Berrett  (sitter  and  wife  of  the  sitter),  Phila- 
delphia, c.  1800;  Mr.  and  Mrs.  Maurice  Bartlett  Hansell  (great- 
great-grandson  of  the  sitter).  Independence,  Mo.,  by  descent;  to 
NAMA,  1951. 

Exhibitions 

William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  American  Ancestor  Portraits, 
4  April-3  May  1953,  no  cat.;  William  Rockliill  Nelson  Galleiy  of 


Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  The 
Centnnj  of  Mozart,  15  Januaiy-4  March  1956,  no.  83  (as  Robert 
Berrett,  Esq.);  Detroit  Institute  of  Arts  and  Munson-Williams- 
Proctor  Institute,  Utica,  N.Y.,  The  Peale  Family:  Three  Generations 
of  American  Artists,  18  Januaiy-7  May  1967  (traveled),  no.  113; 
WiUiam  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Nineteenth  Centnnj  American 
Painting,  17  Februaiy-31  March  1974,  no  cat. 

References 

Winifred  Shields,  "Ancestor  Portrait  Show  Leads  to  Bizarre  Family 
Reunion,"  Kansas  City  Star,  3  April  1953,  20  (artist  as  Unknown); 
Tlie  Century  of  Mozart,  exh.  cat.  (Kansas  Cit)',  Mo.:  William  Rock- 
hill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts, 
1956),  14,  30;  NAMA  1959,  257;  Hilton  Kramer,  "The  Peales:  Art- 
ists and  Others,"  New  York  Times,  5  Februaiy  1967,  sec.  2,  27; 
W.  H.  Gerdts,  "The  Peale  Family  at  Detroit  and  Utica,"  BurUngton 
Magazine  109  (April  1967),  261;  Charies  Flam,  Tlie  Peale  Family: 
Three  Generations  of  American  Artists,  exh.  cat.  (Detroit:  Detroit 
Institute  of  Arts  and  Wayne  State  University  Press,  1967),  16,  91- 
92;  NAMA  1973,  254;  LilUan  B.  Miller,  "Father  and  Son:  The  Rela- 
tionship of  Charies  Willson  Peale  and  Raphaelle  Ve^e^e,"  American 
Art  Journal  25  (1993),  38=  44- 


Raphaelle  Peale  (1774-1825) 

Venus  Rising  from  the  Sea — Deception,  c.  1822  -f 
{Still  Life — A  Deception — Venus  Rising  from  a  Bath; 
After  the  Bath — New  England;  After  the  Bath) 

Oil  on  canvas 

29'/s  X  24 '/s  in.  (74  X  61.3  cm) 

Signed  and  dated  lower  right:  Raphaelle  Peale  i82[?]  /  Pinx[i]t 
Purchase;  Nelson  Trust,  34-147 
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Technical  Notes 

The  original  canx'as  is  a  tightly  woven,  plain-weave  fabric  that  has 
been  lined  with  a  wax-based  adhesive.  The  tacking  margins  con- 
firm that  the  dimensions  are  original.  The  ground  layer  was  applied 
bv  the  artist  and  is  opaque,  light  gray,  and  lead-based.  The  artist 
applied  thin  layers  of  fluid,  medium-rich,  primarilv  opa(|ue  paint. 
Remnants  of  flesh-colored  paint  from  the  upraised  arm  are  vis- 
ible on  top  of  the  paint  of  the  white  curtain,  indicating  that  Peale 
painted  the  curtain  before  the  head,  arms,  and  feet  of  the  female 
figure.  Peale  applied  thin,  opaque,  gray  paint  to  define  the  shadows 
and  drapen'  of  the  cloth  and,  using  a  fine  brush  and  somewhat 
diy  red  paint,  applied  red  decorative  lines  to  its  edges.  The  artist 
blended  dark  bro^^'n  opac^ue  and  semitransparent  paint  to  render 
the  flat  background.  He  undeipainted  the  bodv  parts  with  a  cool, 
opaque,  grav  paint  and  then  applied  warm  pink  flesh  tones.  A  semi- 
transparent  red-brown  paint  outlines  the  proper  right  foot.  Body 
parts  are  looselv  painted  when  compared  to  the  skillful  execution 
of  the  curtain,  which  adds  to  the  trompe  I'oeil  effect.  Pentimenti 
in  tlie  upper  right  and  lo\\'er  left  quadrants  reveal  the  presence 
of  the  prehminaiy  stages  of  an  earlier  composition  consisting  of 
a  few  preliminaiy  washes  that  suggest  a  fragment  of  a  portrait  of 
a  man  with  a  still  life  on  the  back  wall.  Mechanical  cracks,  trac- 
tion cracks,  paint  abrasion,  and  increased  transparenc)'  of  paint 
contribute  to  these  shapes  l)eing  visible.  The  washes  do  not  con- 
tinue under  the  present  illusionistic  cloth.  Small  areas  of  retouch 
covering  paint  abrasion  are  scattered  overall,  and  large  areas  of 
retouch  are  present  on  a  mended  tear  in  the  lower  left  quadrant 
and  along  the  right  and  bottom  edges.  Museum  consen'ation  staff 
treated  the  painting  in  1966  and  in  1994.  In  1966  the  painting  was 
cleaned,  lined,  restretched,  varnished,  and  retouched.  In  1994  sur- 
face grime  was  removed,  and  a  layer  of  mastic  varnish  was  added 
to  the  existing  synthetic  varnish. 

Provenance 

To  WiUiam  Gilmor  Esq.,  Baltimore,  Md.,  1822;  Peale's  Museum, 
New  York,  by  1825;  probably  to  P.  T.  Barnum,  Bridgeport,  Conn., 
1843;  (Wifliam  A.  Gough,  Bridgeport,  Gonn.,  by  1931);  to  (Ameri- 
can Folk  Art  Galleiy  with  Downtown  Gallery,  New  York,  hy  1931); 
to  NAMA,  1934. 

Exhibitions 

Pennsvlvania  Academy  of  the  Fine  Arts,  Philadelphia,  Elevent]} 
Annual  ExhiJyiiion  of  tlie  Penmijlvania  Acadcnn/  of  the  Fine  Art.v, 
14  May-June  1822,  no.  302;  Peale's  Baltimore  Museum,  First 
Annua]  Exhibition  of  Sculpture,  Faintin^is,  Draici)i»s,  Engrav- 
ings &c\  1  Octol)er-9  Novemlocr  1822,  no.  120  (as  Venus  Rising 
from  the  Sea);  Boston  Athenaeum  Gafleiy,  First  Exliibition  of 
Paintings  in  the  Atlienaeuni  Gallenj:  Consisting  of  Specimens  hij 
American  Ai'tists,  and  a  Selection  of  the  Works  of  the  Old  Mas- 
ters, 10  May  1827-unknown  date,  no.  25  (as  The  Biiih  of  Venus); 
Downtown  Galleiy,  New  York,  American  Ancestors:  Masterpieces 
hi/  Little  Known  and  Anonymous  American  Painters,  lygo-iSgo, 
14-31  December  1931,  no.  10  {-ds  After  tlie  Bath — New  England); 


Detroit  Society  of  Arts  and  Grafts,  American  Folk  Ai-t,  Painting, 
and  Sculpture,  'Z-z  Februaiy-18  March  1932,  no.  3  (as  After  the 
Bath— New  England);  Albright  Art  Galleiy  Buffalo,  N.Y.,  Centen- 
nial Exhibition,  1  July-i  August  1932,  no.  42  (as  After  the  Bath); 
Wad,sworth  Atheneum,  Hartford,  Gonn.,  American  Painting  and 
Sculpture  of  the  18th,  igth  &  zotli  Centuries,  29  Januaiy-19  Fel)- 
ruaiy  1935,  no.  29  (as  After  the  Bath);  Smith  GoUege,  Northamp- 
ton, Mass.,  Survey  of  American  Painting,  1-23  June  1936,  no  cat.; 
Wadsworth  Atheneum,  Hartford,  Gonn.,  The  Painters  of  Still  Life, 
25  }anuaiy-i5  Februaiy  1938,  no.  86  (as  After  the  Bath);  Jeu  de 
Paume,  Paris,  in  collaboration  wth  Museum  of  Modern  Art,  New 
York,  Trois  Siecles  dArt  aux  Etats-Unis,  15  May-15  July  1938, 
no.  130  (as  Apres  le  Bain  [After  the  Bath]);  Department  of  Fine 
Arts,  Garnegie  Institute,  Pittsburgh,  Surveij  of  American  Painting, 
24  October-15  December  1940,  no.  67  (as  After  the  Bath);  Santa 
Barbara  Museum  of  Ait,  Galif ,  Painting  Today  and  Yesterday  in  the 
United  States,  5  June-i  September  1941,  no.  91  {-ds  After  the  Bath  ); 
Museum  of  Modern  Art,  New  York,  American  Realists  and  Magic 
Realists,  10  Februaiy  1943-29  JanuaiT  1944  (traveled),  no.  14  (as 
After  the  Bath);  Lvman  AllvTi  Museum,  New  London,  Gonn.,  An 
Exhibition  of  Paintings:  John  Trumbull  and  His  Contemporaries, 
6  March-16  April  1944,  no.  99  (as  After  the  Bath);  Do^^mtown  Gal- 
leiy, New  York,  Loan  Exhibition,  a  Selection  of  Outstanding  Paint- 
ings and  Sculptures  by  Leading  Exponents  of  Progressive  American 
Art  and  a  Group  of  igth  Century  A/t,  15  October- 1  December 
1945,  no.  29  (as  After  the  Bath);  Saginaw  Art  Museum,  Mich.,  An 
Exhibition  of  American  Paintingfrom  Colonial  Times  until  Today, 
10  )anuaiy-i5  Februaiy  1948,  no.  44  (as  After  the  Bath);  Den- 
ver Art  Museum,  American  Heritage:  An  Exhibition  of  Paintings 
and  Crafts,  7  March-11  April  1948,  no.  19  (as  After  the  Bath); 
Wfldenstein  &  Gompany,  New  York,  Landmarks  in  American 
Art,  i6yo-igso,  26  Februaiy-28  March  1953,  no.  11  (as  After 
the  Bath);  Gincinnati  Art  Museum,  Paintings  by  the  Peale  Family, 
1-31  October  1954,  no.  63  (as  After  the  Bath);  Pennsylvania  State 
University,  Mineral  Industries  Galleiy  Universit)' Park,  Centennial 
Exhibition:  Pennsylvania  Painters,  7  October-6  November  1955, 
no.  10  (as  After  the  Bath);  Detroit  Institute  of  Arts,  Painting  in 
America:  The  Story  of  450  Years,  23  April-September  1957  (tra\'- 
eled),  no.  60  (as  After  the  Bath);  American  Federation  of  Arts  and 
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York:  Hariy  N.  Abrams,  1957),  238  (as  After  the  Bath);  Edgar  P. 
Richardson,  Painti)ig  in  America:  The  Story  of  4,50  Years,  exh.  cat. 
(Detroit:  Detroit  Institute  of  Arts,  1957),  11  (as  After  the  Bath); 
The  American  Vision:  Paintings  of  Three  Centuries,  exh.  cat.  (New 
York:  Wildenstein  &  Company,  1957),  unpaginated  (as  After  the 
Bath);  Still  Life  Paintings — from  the  X\U  Century  to  the  Present, 
exh.  cat.  (Atlanta:  Atlanta  Art  Association,  1958),  3  (as  After  the 
Bath);  Famous  Paintings  and  Famous  Painters,  exh.  cat.  (Dallas: 
Dallas  Museum  of  Art,  1958),  unpaginated;  Charles  Coleman  Sell- 
ers, Raphaelle  Peale,  iyy4-i82^.  Still  Lifes  and  Portraits,  exh.  cat. 
(Milwaukee:  Milwaukee  Art  Center,  1959),  unpaginated  (as  After 
the  Bath);  The  American  Muse:  Parallel  Trends  in  Literature  and 
Art,  exh.  cat.  (Washington,  D.C.:  Corcoran  Galleiy  of  Art  with  Art 
in  America,  1959),  unpaginated  {-as  After  the  Bath);  NAMA  1959, 
142,  257  (as  After  the  Bath);  Frank  J.  Roos  Jr.,  Aji  Illustrated  Hand- 
book of  Art  History,  rev.  ed.  (New  York:  Macmillan  Company, 
i960),  251  (as  After  the  Bath);  Daniel  M.  Mendelowtz,  A  History 
of  American  Art'  (Chicago:  Holt,  Rinehart  and  Winston,  i960),  276 
(as  After  the  Bath);  Oliver  W.  Larkin,  Art  and  Life  in  America,  rev. 
and  enl.  ed.  (New  York:  Plolt,  Rhiehart  and  Winston,  i960),  1,34- 
35  (as  After  the  Bath);  William  H.  Pierson  Jr.  and  Martha  David- 
son, eds..  Arts  of  the  United  States:  A  Pictorial  Survey  (Athens: 
Universit)'  of  Georgia  Press,  i960),  320  (as  After  the  Bath);  Henri 
Dorra,  The  American  Muse  (New  York:  Viking  Press,  1961),  18  (as 
After  the  Bath);  "Art  in  America — Four  Centuries  of  Painting  and 
Sculpture:  A  Show  Proposed  for  the  New  York  World's  Fair,"  Art 


ill  America  50  (Fall  1962),  46  (as  After  the  Bath);  Everard  Upjohn 
and  John  P.  Sedgwick  Jr.,  Highlights:  A/;  Illustrated  History  of  Art 
(New  York:  Holt,  Rinehart  and  W^inston,  1963),  283  (as  After  the 
Bath);  John  Pearce,  American  Painting:  1^60-igi;^  (New  York: 
McGraw-Hill,  1964),  16-17  (as  After  the  Batli);  "Two  Hundred 
Years  of  American  Painting,"  SY.  Louis  Museum  Bulletin  48  (1964), 
8  (as  After  the  Bath);  Edgar  Preston  Richardson,  Painting  in  Amer- 
ica from  1S02  to  the  Present  (reprint.  New  York:  Thomas  Y.  Crow- 
ell, 1965),  131,  fig.  73  (as  After  the  Bath);  Margaret  Harold  and 
Marie-Therese  Favreau,  Nudes  by  the  Masters  (Fort  Lauderdale, 
Fla.:  AlUed  Pubfications,  1965),  N15  (as  After  the  Bath);  Lloyd 
Goodrich,  "American  Art  and  the  Whitney  Museum,"  Antiques  90 
(November  1966),  657  (as  After  the  Bath);  "Comprehensive  Peale 
Family  Show,"  Detroit  Institute  of  Arts  Exhibition  Calendar, 
December  1966,  unpaginated  {as  After  the  Bath);  Llovd  Goodrich, 
Art  ofdw  United  States:  i6yo-ig66,  exh.  cat.  (New  York:  Freder- 
ick A.  Praeger,  Pubfishers,  for  Whitney  Museum  of  American  Art, 
1966),  41,  152  (as  After  the  Batli);  Hilton  Kramer,  "The  Peales: 
Artists  and  Others,"  Neic  York  Times,  5  Februan'  1967,  sec.  2,  27 
(as  After  the  Bath);  "Art  Notes,"  Kcnisas  City  Star,  26  March  1967, 
6D  (as  After  die  Bath);  Ona  Curran,  "The  Painting  Peales,"  Sche- 
nectady (N.Y.)  Gazette,  25  Mav  1967,  41  (as  After  the  Bath); 
Charles  W.  Millard,  "Some  Thoughts  on  American  Painting,"  Hud- 
son Revieiv  20  (Summer  1967),  268  (as  After  the  Bath);  Charles 
Elam,  Tlie  Peale  Family:  Three  Generations  of  American  Artists, 
exh.  cat.  (Detroit:  Detroit  Institute  of  Arts  and  Wa\nie  State  Uni- 
versity' Press,  1967),  37,  95-96  (as  After  the  Bath);  John  Wilmer- 
ding,  Pittura  Americana  dell'Ottocento  (Milan:  Fratehi  Fabbri 
Editori,  1967),  35  (as  Dopo  il  Bagno);  New  International  Illus- 
trated Encyclo])edia  of  Art  (New  Yoi'k:  Greystone  Press,  1967), 
15:3110-11  (as  After  the  Bath);  Robert  Morton,  "Picking  and 
Choosing  in  American  Art,"  Chicago  Tribune,  29  December  196S, 
N4  {as  After  the  Bath);  Richard  McLanathan,  The  American  Tradi- 
tion in  the  Arts  (New  York:  Harcourt,  Brace  &  World,  1968),  348 
(as  After  the  Bath);  Harold  E.  Dickson,  Tlie  Arts  of  die  Young 
Republic:  The  Age  of  William  Dunlap  (Chapel  Hill:  University  of 
North  Carolina  Press,  1968),  52,  pi.  112  (as  After  the  Bath);  Doro- 
thy C.  Miller  and  Alfred  H.  Barr  Jr.,  eds.,  American  Realists  and 
Magic  Realists,  exh.  cat.  (reprint.  New  York:  Museum  of  Modern 
Art,  1969),  9-10,  63  {as  After  the  Bath);  Alfred  Frankenstein,  A/f<?r 
the  Hunt:  William  Harnett  and  Other  American  Still  Life  Painters, 
i8yo-igoo  (rev.  ed.  Berkeley  and  Los  Angeles:  Universit)'  of  Cali- 
fornia Press,  1969),  32  (as  After  the  Bath);  Wendell  D.  Garrett, 
Paul  F.  Norton,  Alan  Cowans,  and  Joseph  T.  Butler,  The  Arts  in 
America:  The  Nineteenth  Century  (New  York:  Charles  Scribner's 
Sons,  1969),  190  {as  After  die  Bath);  Jules  Prown,  A»i(;^nc(7n  Paint- 
ing from  Its  Beginnings  to  the  Armory  Shoic  (New  York:  Skira  Riz- 
zoH,  1969),  103-4  (as  After  the  Bath);  Robert  Myron,  Art  in 
America  from  Colonial  Days  through  the  Nineteenth  Century 
(London:  Cofiier-Macmillan,  1969),  54  {as  After  the  Bath);  Charles 
Coleman  Sellers,  Charles  Willson  Peale  (New  York:  Charles  Scrib- 
ner's Sons,  1969),  420-21,  482n5  (as  After  the  Bath);  Leo  Bron- 
stein,  Five  Variations  on  the  Theme  of  Japanese  Painting  (Freeport, 
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Me.:  Bond  Wheelwright  Company,  1969),  217-18  (as  Aflcr  the 
BatJi);  Joseph  Kaye,  "Centennial  for  Museimi,"  Kansas  City  Times, 
13  April  1970,  8  (as  After  the  Bath)\  Katharine  Knh,  "Panorama  of 
Nmeteenth-CentniA'  Ameriea,"  Saturday  Review  53  (30  May 
1970),  43-44  (as  After  the  Bath)\  Lillian  Freedgood,  An  Enduri)}^ 
Image:  American  Faintingfrom  1665  (New  York:  Thomas  Y.  Crow- 
ell  Company,  1970),  41-42  (as  After  the  Bath)-  John  K.  Howat  and 
Natalie  SpassW,  igth-Centiiry  America:  Paintim^s  and  Sculpture, 
exh.  eat.  (New  York:  Metropolitan  Mnsenm  of  Art,  1970),  unpagi- 
nated  (as  After  die  Bath);  Frank  J.  Roos  Jr.,  An  Ilhistrated  Hand- 
hook  of  Art  History,  3rd  ed.  (New  York:  Maemillan  Company; 
Toronto:  Collier-Maemillan  Canada,  1970),  288  (cis  After  the  Bath): 
Russell  Lynes,  The  Ai-f  Makers  of  Nineteendi-Century  America 
(New  York:  Atheneum,  1970),  xi,  378-79  (as  After  the  Bath):  Don- 
ald L.  Weismann,  The  Visual  Ans  as  Human  Experience  (Engle- 
wood  Cliffs,  N.J.:  Prentiee  Hall,  1970),  33-34,  pk  n  fds  After  the 
Bath):  Daniel  M.  Mendekwatz,  A  History  of  American  Ai~t,  2nd  ed. 
(New  York:  Hok,  Rinehart  and  Winston,  1970),  188  (as  After  the 
Badi);  Matthew  Baigell,  A  History  of  American  Painting  (New 
York:  Praeger  Publishers,  1971),  102-3,  280  (as  After  the  Bath): 
William  H.  Gerdts  and  Russell  hwrVe,  American  Still-Life  Painting 
(New  York:  Praeger  PubUshers,  1971),  30-31,  53,  238n7  (as  After 
die  Bath);  The  Vincent  Price  Treasury  of  American  Art  (Waukesha, 
Wise.:  Countn-  Beautiful  Corporation,  1972),  5,  62-63  ('^^  After 
the  Badi):  Harold  Rosenberg,  The  De-Definition  of  Ah-  (Chieago: 
Universit)'  of  Chieago  Press,  1972),  17  (as  After  the  Bath):  Wolf- 
gang Born,  Still  Life  Painting  in  America  (New  York:  Haeker  Art 
Books,  1973),  xii,  14,  fig.  28  (as  After  the  Bath):  John  Wilmerding, 
ed.,  Tiie  Genius  of  American  Painting  (New  York:  WiUiam  Morrow 
&  Company,  1973),  96  (as  After  the  Bath):  Ian  Beimett,  A  History 
of  American  Painting  (London:  Hamlyn,  1973),  40-41  {■ds  After  the 
Bath);  Marshall  B.  Davidson,  The  American  Heritage  History  of 
the  Artists'  America  (New  York:  American  Heritage  Publishing 
Company,  1973),  92-93  {■c\s  After  the  Bath);  Britannica  Encyclope- 
dia of  American  Art  (Chicago:  Encyclopedia  Biitannica  Educa- 
tional CoqDoration,  1973),  415-16  (-ds  After  the  Bath);  NAMA  1973, 
172,  254  {ds  After  the  Bath);  "Benefit  to  Show  American  Painting," 
Kansas  City  Times,  26  Februaiy  1974,  11  (ds  After  the  Bath);  Wil- 
liam H.  Gerdts,  The  Great  American  Nude:  A  History  in  Ai~t  (New 
York:  Praeger  PubUshers,  1974),  45  (as  After  die  Bath);  Ray  Gin- 
ger, People  on  the  Move:  A  United  States  History  (Boston:  Allyn 
and  Bacon,  1975),  346-47  (as  After  the  Bath);  M.L.  dX)trange 
Mastai,  Illusion  in  Art:  Trompe  I'Oeil  a  History  of  Pictorial  Illu- 
sionism  (New  York:  Abaris  Books,  1975),  268-71  (as  After  the 
Bath);  James  A.  Schinneller,  Aii:  Search  and  Self-Discovery 
(Worcester,  Mass.:  Davis  Publications,  1975),  20  (as  Aft:er  the 
Bath);  Daniel  Catton  Rich,  ed..  The  Flow  of  Art:  Essays  and  Criti- 
cisms of  Henry  McBride  (New  York:  Atheneum  Publishers,  1975), 
283;  Stuart  Preston,  "The  Confident  Culture  of  Philadelphia," 
Apollo  104  (September  1976),  204  (as  After  the  Bath);  Sylvia  Hoeh- 
field,  "Philadelphia:  Tradition  and  Renewal,"  Art  Neics  75  (Sum- 
mer 1976),  139  (as  After  the  Bath);  Darrel  Sewell  et  ak,  Philadelphia: 
Three   Centuries  of  American  Art,   exh.   cat.  (Philadelphia: 


Philadelphia  Museum  of  Art,  1976),  256-57  (as  After  the  Bath); 
Jolm  Wilmerding,  A»;encr/n  Art  (New  York:  Penguin  Books,  1976), 
59,  pi.  63  (as  After  the  Bath);  Jean  Lipman  and  Helen  M.  Franc, 
Bright  Stars:  American  Painting  a)id  Sculpture  since  ijj6  (New 
York:  E.R  Dutton,  1976),  41  (as  After  the  Bath);  Donald  Hoff- 
mann, "Images  from  a  New  Land,"  Kansas  City  Star,  11  Decem- 
ber 1977,  iD  (as  After  the  Bath);  Milton  Browi,  American  Art  to 
igoo:  Painting,  Sculpture,  Architecture  (New  York:  Hany  N. 
Abranis,  1977),  209,  pi.  27  (as  After  the  Bath);  John  Walker,  Jules 
David  Prown,  and  Barbara  Rose,  American  Painting  from  the 
Colonial  Period  to  the  Present  (New  York:  Skira  Rizzofi,  1977), 
99-100  (as  After  the  Bath);  NAMA  1977,  67;  Florence  Margaret 
Daniels,  Why  Art?  (Chicago:  Nelson-Hall,  1978),  7  (as  After  the 
Bath);  Susan  Fillin  Yeh,  "Charies  Sheeler's  'Upper  Deck,""  Art.v  53 
(Januaiy  1979),  90  (dS  After  the  Bath);  "Galleiy  Treasure,"  Kansas 
City  Star,  8  July  1979,  2D  (as  After  the  Bath);  Milton  W.  Brown, 
Sam  Hunter,  John  Jacobus,  Naomi  Rosenblum,  and  David  M. 
Soko\,  American  Aii:  Painting,  Sculpture,  Architecture,  Decorative 
Arts,  Photography  (New  York:  Hany  N.  Abrams,  1979),  149-50  (as 
After  the  Bath);  Celestine  Dars,  Images  of  Deception:  The  Art  of 
Trompe-VOeil  (Oxford:  Phaidon  Press,  1979),  5^  59  ('^^  After  the 
Bath);  Joshua  C.  Taylor,  Fine  Arts  in  America  (Chicago:  Universitv^ 
of  Chicago  Press,  1979),  76  (as  After  the  Bath);  John  X'Wilker  and 
Jules  David  Prown,  American  Painting  from  Its  Beginnings  to  die 
Arniory  Show  (New  York:  Rizzofi  International  Publications, 

1980)  ,  8,  103-4  {ds  After  tlic  Bath);  David  Housh,  "Philbrooks  Still 
Life  Exhibit  'Magnificent,'"  Tulsa  World,  27  September  1981,  B9 
(as  After  the  Bath);  Roger  B.  Stein,  "Charles  Willson  Peale's 
Expressive  Design:  The  Artist  in  His  Museum,"  Prospects:  The 
Aiuiual  of  American  Cultural  Studies  6  (1981),  174-75  ('^^  '^ft'^'" 
the  Bath);  Wilfiam  H.  Gerdts,  Painters  of  the  Humhle  Truth:  Mas- 
teiyieces  of  American  Still  Life,  i8oi-ig3g,  exh.  cat.  (Columbia: 
Philbrook  Art  Center  with  University  of  Missouri  Press,  1981), 
53_55,  60,  264  (as  After  the  Bath);  Painters  of  the  Hinnhle  Truth: 
A  Catalogue  of  the  Exliihition,  exh.  checkfist  (Tulsa:  Philbrook  Art 
Center,  1981),  unpaginated  {ds  After  the  Bath);  Linda  Ann  Hughes, 
ed..  Echoes  and  hnages  (Quincy,  Ilk:  Looking  Glass  Publications, 

1981)  ,  1:44  (as  After  the  Bath);  l^orinda  Evans,  "Raphaelle  Peales 
Venus  Risingfrom  die  Sea;  Further  Support  for  a  Change  in  Inter- 
^w-idium,"  American  Art  founial  14  (Sunnner  1982),  62-63,  65, 
67,  69,  72;  Ross  E.  Taggart,  "American  Paintings  in  the  Nelson- 
Atkins  Museum  of  Art,  Kansas  City,  Missouri,"  Antiques  122 
(November  1982),  1029,  1031-32  (ds  After  tJw  Bath);  Bill  Man/el, 
"How  Good  Is  the  Nelson?"  Kajisas  City  Star  Magazine,  24  April 
1983,  23  (as  After  the  Bath);  Robert  Tavlor,  "Painting  the  American 
Dream,"  Boston  Globe  Magazine,  4  September  1983,  21  (as  After 
the  Bath);  Judd  TuUv,  "Old  Masters,  New  Masters,"  H(wizon  26 
(September  1983),  60-61;  Theodore  E.  Stebbins  Jr.,  "American 
Mastei-pieces,"  Portfolio  5  (September-October  1983),  51,  54; 
Pamela  Kessler,  "An  All-Great,  All-American  Art  Show,"  Wasliing- 
ton  Post,  9  December  1983,  Ai;  Theodore  E.  Stebbins  Jr.,  Carol 
Troyen,  and  Trevor  J.  Fairbrother,  A  New  World:  Mastoyieces  of 
American  Painting,  1760-igio,  e.xh.  cat.  (Boston:  Museum  of  Fine 
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Arts,  1983),  35,  49,  208-9;  William  L.  Pressly,  James  Barry:  The 
Aiiist  Hero  (London:  Tate  Galleiy  Publications  Department, 
1983),  54-55;  A.  G.,  "D'Autres  Regards  sur  rAmerique,"  Connain- 
sance  des  Arts,  no.  385  (March  1984),  83  (as  Vemis  Sortani  de 
VOnde  Deception);  Leonard  E\'erett  Fisher,  Masterpieces  of  Amer- 
ican Paintin^^  (New  York:  Exeter  Books,  1985),  50-51  {-ds  After  the 
Bath)-,  WiUiam  H.  Gerdts,  "A  Deception  Unmasked:  An  Artist 
Uncovered,"  A;)ic^ncY/(i  Aii  Journal  18  (1986),  7-8,  10,  12,  23n6  (as 
After  the  Bath)\  James  L.  Yarnall  and  William  H.  Gerdts,  The 
National  Museum  of  American  An's  Index  to  American  An  Exhibi- 
tion Catalogues  from  the  Beginning  tiirough  the  1876  Centenni(d 
Year  (Boston:  G.  K.  Hall  &  Co.,  1986),  4:2731;  H.  H.  Arnason,  His- 
torij  of  Modern  Art:  Painting,  Sculpture,  Architecture,  Photogra- 
phij,  3rd  ed.  (New  York:  Abrams,  1986),  418  (as  After  the  Bath); 
Museum  6-  Arts  Washington  4  (September-October  1988),  1, 
cover;  Robert  Merritt,  "Washington's  Smaller  Exhibits  Desei-ve 
Attention,"  Richmond  (Va.)  Times-Dispatch,  30  October  1988,  J3 
(as  After  the  Bath);  Phoebe  Lloyd,  "Philadelphia  Stoiy,"  Arf  in 
America  76  (November  1988),  164-66,  171,  20inn32,  34,  and  38; 
Nicolai  Cikovsk)/ Jr.,  "The  Still  Lifes  of  Raphaelle  Veale,"  Antiques 
134  (November  1988),  1128,  1130-31;  Nicolai  Cikovsky  Jr.,  Linda 
Bantel,  and  John  Wilmerding,  RapJiaelle  Peak  Still  Lifes,  exh.  cat. 
(Washington,  D.C.:  National  Galleiy  of  Art,  1988),  44,  48-49, 
7onn44-45,  129;  Peter  Hastings  Falk,  ed..  The  Annual  Exhibition 
Record  of  the  Pennsylvania  Acadenuj  of  the  Fine  Arts,  i8oy-i8jo. 
Being  a  Reprint  with  Revisions  of  the  1955  Edition  of  Anna  Wells 
Rutledge's  Cunmlative  Record  of  Exhibition  Catalogues,  Incorpo- 
rating the  Society  of  Agists,  1810-1814,  and  the  Artists'  Fund 
Society,  1835-1845  (Madison,  Conn.:  Sound  View  Press,  1988), 
166;  NAMA  1988,  115-16,  119,  122  {lis  After  the  Bath);  "Exhibition 
of  Art  bv  Raphaelle  Peale  Slated  at  Academy,"  Daily  News  (Hunt- 
ingdon, Pa.),  12  Januaiy  1989,  9  (■ds  After  the  Bath);  "Pennsylvania 
Academy  of  the  Fine  Arts  Presents  Raphaelle  Peale,"  Bucks-Mont 
Courier  (Harlevsville,  Pa.),  16  Januaiy  1989,  clipping,  NAMA 
curatorial  files  (as  After  the  Bath);  Edward  J.  So/.anksi,  "The  Amer- 
ican Pioneer  of  Still-Life  Painting,"  Philadelphia  Inquirer,  19  Feb- 
ruary 1989,  iL,  6L  (as  Venus  Rising  from  the  Sea  [After  dw  Bath]); 
Carol  Troyen,  "Philadelphia:  Raphaelle  Peale  Still  Lifes,"  Burling- 
ton Magazine  131  (Febmaiy  1989),  178-79;  Walter  Gai-ver,  "'Dress 
Up'  Your  Paintings,"  Artist's  Magazine  6  (November  1989),  54-55; 
WiUiam  L.  Vance,  America's  Rome,  vol.  1,  Classical  Rome  (New 
Haven:  Yale  Universit)'  Press,  1989),  220-22,  235,  278;  The  Detec- 
tive's Eye:  Investigating  the  Old  Masters,  exh.  cat.  (Milwaukee: 
Milwaukee  Art  Museum,  1989),  108;  Diane  Tepfer,  "Edith  Halpert 
and  the  Downtown  Galleiy,  1926-1940:  A  Study  in  Art  Patronage," 
Ph.D.  diss.,  Uni\'ersity  of  Michigan,  1989,  xi  (as  After  the  Bath), 
163  {ds  After  the  Bath — Netc  England),  165-66,  i83n8,  222-23  ('is 
After  the  Badi);  Ann  Uhiy  Abrams,  "Book  Reviews:  Nicolai 
Cikovsky  Jr.  Raphaelle  Peale  Still  Lifes,"  Winteiihur  Ponfolio  25 
(Spring  1990),  82,  82ni;  Laura  Caruso,  "Nelson  Galleiy  Gets  a  Still 
Life  by  Peto,"  Kansas  City  Star,  19  August  1990,  18  (as  After  the 
Bath);  Heniy  Adams,  "Family  Heirloom  Enters  the  Museum," 
Calendar  (Nelson-Atkins  Museum  of  Art),  May  1991,  2  (as  After 


the  Bath);  NAMA  1991,  4,  19,  52-54;  Roger  B.  Stein,  "Charles 
Willson  Peale's  Expressive  Design:  The  Artist  in  His  Museum,"  in 
New  Perspectives  on  Charles  Willson  Peale:  A  25otli  Anniversary 
Celebration,  ed.  Lillian  B.  Miller  and  Da\id  C.  Ward  (Pittsburgh: 
University  of  Pittsburgh  Press  for  Smithsonian  Institution,  1991), 
205-7,  fi.s-  76;  Heniy  Adams,  "Will  the  Real  William  Harnett 
Please  Stand  Up,"  SmithsoJiian  22  (March  1992),  55-56;  Alice 
Thorson,  "Eden's  Great  Bount}':  Nelson  Buys  Still  Life  of  Ameri- 
can Abundance,"  Kansas  City  Star,  26  November  1992,  Gio  (as 
After  the  Badi);  Margaret  C.  Conrads,  "Masterful  American  Still 
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Ahce  Thorson,  "Nelson  Art  Exhibition  Spans  1,000  Years — and  All 
of  It  Was  'Made  in  America,'"  Kansas  City  Star,  24  March  1996, 
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iyyo-i8yo,  exh.  cat.  (New  York:  Abbeville  Press,  in  association 
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Moore  (New  York:  Hudson  Hills  Press,  1996),  18;  Syhia  Hochfield, 
"The  Peale  Family:  Creation  of  a  Legacy,  1770-1870,"'  Art  Neics 
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Notes:  At  the  Nelson,"  Kcnisas  City  Star,  4  July  1999,  J8;  M.  Therese 
Southgate,  "The  Covex,^'  Journal  of  the  American  Medical  Associa- 
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Rembrandt  Peale  (1778-1860) 
Mrs.  Stennett,  c.  1835 

Oil  on  cam  as 

3o'/s  X  25'/s  in.  (76.5  x  63.8  cm) 
Purcha.se:  Xcl.son  Tni.st,  33-2/1 

Technical  Notes 

The  original  canvas  is  a  plain-weave  fabiic  that  ha.s  l)een  lined  to 
a  secondaiy  fabric  support  with  a  glue-based  adhesive.  Garland 
cracks  at  the  perimeter  suggest  tluit  dimensions  have  not  been 
significantly  altered,  if  at  all.  The  ground  layer  consists  ol  a  thin, 
opacjue,  light  gray  application.  Peale  appears  to  have  applied  a 
transparent,  brown  impiiniatura  overall.  He  painted  indirectly  with 
thin,  fluid,  medium-rich  paint.  He  snioothlv  blended  the  opa(|ue, 
warm  and  cool  flesh  tones  of  the  face  and  neck  and  added  red- 
brown  glazes  to  the  shadows  of  the  nose,  mouth,  and  proper  left 
side  of  the  face  and  neck.  A  few  white  paint  strokes  faintly  visible 
beneath  the  brown  background  paint  suggest  that  he  reduced  the 
upper  pai-t  of  die  bonnet  on  the  proper  right  side.  A  small  amount 
of  retouch  covers  the  chest,  proper  right  side  of  the  bormet,  and 
edges.  Museum  consemition  staff  treated  the  painting  in  1978, 
when  a  (hscolored  oil-resin  varnish  and  extensive  oveqoaint  in  the 
lower  left  corner  were  i-emoved  from  the  surface,  a  synthetic  var- 
nish was  added,  and  old  retouch  v/as  toned. 

Provenance 

To  Mai-y  Stennett  (the  sitter).  New  York,  c.  1835;  to  Mrs.  Maiy  P. 
Lewis  and  Sarah  Stennett  (daughters  of  the  sitter),  Brooklyn,  N.Y., 
by  descent;  Thomas  B.  Clarke,  New  York,  after  1899;  to  (American 
Art  Association,  New  York,  7  januaiy  1919,  lot  7);  to  (R.C.  and 
N.M.  Vose  Galleries,  Boston,  1919);  to  NAMA,  1933. 


Exhibitions 

Butler  Art  Institute,  ["Collection  of  Paintings  from  the  R.C. 
and  N.M.  Vose  Gafleries  of  Boston"],  5-19  March  1922,  no  cat.; 
Pennsyh'-ania  Academy  of  the  Fine  Arts,  Philadelphia,  ExlnJ)ifio)\ 
of  Poii raits  hij  Charles  Willson  Peale  (Did  James  Peale  and  Reni- 
braiidf  Peale,  11  April-9  May  1923,  no.  101;  Columbus  Galleiy 
of  Fine  Arts,  Ohio,  Painiuu^s  hi/  Old  and  Modem  Masters,  April 
1924,  no.  31;  Dayton  Art  Institute,  ["Fortv-one  of  the  World's 
Best  Paintings  as  Selected  bv  Theodore  Hanford  Pond  from  the 
Robert  C.  Vose  Galleries"],  6-21  May  1924,  no  cat.;  L.  D.M. 
Sweat  Memorial  Art  Museum,  Portland,  Me.,  SuiiDuer  Exliihitiou 
of  Painting's,  1  }ulv-i5  September  1924,  no.  19;  Robert  C.  Vose 
Galleries,  Boston,  ["Summer  Exhibition  of  Early  American  Por- 
traits"], August  1926,  no  cat.;  Buffalo  Fine  Arts  Academy,  Albright 
Art  Galleiy  N.Y,  The  R.  C.  Vose  Collection  of  Colonial  Poiiraits, 
3-31  October  1926,  no.  9;  Robert  C.  Vose  Galleries,  Boston,  Exlii- 
bition  of  Colonial  Poi~f raits,  25  fune-September  1927,  no.  18,  no 
cat.;  Grand  Rapids  Art  Galleiy,  Mich.,  Colonial  Portraits:  From 
Collection  of  Robert  C.  Vose  of  Boston,  30  yanuan--25  Februaiy 

1928,  no.  6;  Farnsworth  Museum,  Weflesley  College,  Mass.,  18th 
Century  English  and  Anierican  Painters  from  the  Vose  Galleries, 
8-21  June  1928,  no  cat.;  Robert  C.  Vose  Galleries,  Boston,  Exhibi- 
tion of  Masterworks  bij  Deceased  American  Ai-tists,  13-31  Mav 

1929,  no.  24;  John  Herron  Art  Institute,  Indianapolis,  Colonial 
Poiiraits  from  the  Vose  Galleries,  1  March-9  April  1930,  no.  11 
(as  Portrait  of  Mrs.  Stennett);  Robert  C.  Vose  Galleries,  Boston, 
Exlubitio)i  of  Colonial  Poiiraits  Celebrating!^  the  Tcrcentenarij  of 
the  Fonndin(!  of  I  he  Province  of  Massachusetts  Bay,  1630 -19,30, 
18  June-Julv  1930,  no.  4.  front  galleiw;  Hotel  Secor,  Toledo,  Ohio, 
and  Chase  Hotel,  St.  Louis,  Mo.,  ["E.xhibitiou  from  the  Collec- 
tions of  the  Robert  C.  Vose  Galleries"],  October  1930,  no  cat.; 
City  Art  Museum  of  St.  Louis,  An  Exhibition  of  Early  American 
Portraiture,  iy^o-i8;^o,  4-30  November  1930,  no.  28;  Robert  C. 
Vose  Galleries,  Boston,  ["Exhibition  of  Colonial  Portraits  and  Ship 
Paintings"],  23  June-July  1931,  no  cat.;  Robert  C.  Vose  Galleries, 
Boston,  ["Late  Eighteenth-  and  Earlv  Nineteenth-Centuiy  Ameri- 
can Portraits"],  late  November-early  December  1932,  no  eat.; 
William  Rockhill  Nelson  GalleiT  of  Art  and  Man'  Atkins  Museum 
of  Fine  Arts,  Kansas  Cit\'',  Mo.,  Kaleidoscope  of  American  Painting: 
Eiohteentli  and  Nineteenth  Centuries,  2  December  1977-22  Janu- 
aiy 1978,  no.  15. 
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"The  Acquisitions,"  Art  Digest  8  (1  December  1933),  21  (as  Por- 
trait of  Mrs.  Stennett);  "The  WiUiam  Rockhill  Nelson  Gallery  of 
Art:  Complete  Catalogue  of  Paintings  and  Drawings,"  Art  News  32 
(g  December  1933),  28  (as  Portrait  of  Mrs.  Stennett);  NAMA  1933, 
137  (as  Portrait  of  Mrs.  Stennett);  NAMA  1941,  166  (as  Portrait 
of  Mrs.  Stennett);  NAMA  1959,  257;  NAMA  1973,  254;  NAMA 
1977,  20;  Kristie  C.  Wolferman,  The  Nelson-Atkins  Museum  of  Art: 
Culture  Comes  to  Kjcmsas  City  (Columbia:  University  of  Missouri 
Press,  1993),  141. 


LiLLA  Cabot  Perry  (1848-1933) 

Poirtrait  Studij  of  a  Cluld,  1891 
(Child  with  Violin;  Portrait  of  Alice) 

Oil  on  canvas 

60 '/s  X  36'/fj  in.  (152.7  X  91.8  cm) 

Signed  and  dated  upper  left:  LILLA  ■  C.A.BOT  •  perry  •  /  ■  1891  • 
Pui'cliase:  The  Ever  Glades  Fund,  2003.1 

Technical  Notes 

The  original  plain-weave  canvas  has  been  fined  to  a  secondaiy  fab- 
ric with  a  wtix-based  adhesive.  The  painted  picture  surface  does 
not  continue  to  the  tacking  edges,  indicating  that  the  dimensions 
are  original.  The  thin,  opaque,  off-white  ground  layer  was  likely 
commercially  appfied.  Infrared  reflectography  reveals  an  under- 
drawng  and  two  types  of  grid  lines.  The  underdrawing  suggests 
that  Periy  widened  the  edge  of  the  proper  right  hand  sfightly  and 
extended  the  bottom  edge  of  the  dress  sfightly  to  increase  the  curve 
of  the  hemline.  A  finely  spaced  grid  is  evident  beneath  the  face  and 
a  widely  spaced  grid  beneath  the  body  and  \dolin.  Periy  appears 
to  have  applied  an  opaque,  medium  puiple-gray  undeqDainting  to 
the  upper  t\vo-thirds  of  the  painting.  The  portrait  was  indirectly 
painted  using  transparent  glazes  and  opaque  paint.  In  general,  the 
paint  laver  is  thin,  and  the  texture  of  the  canvas  weave  is  visible. 
A  small  amount  of  retouch  is  present  in  the  face,  collar,  and  in  the 
traction  cracks  surrounding  the  \iolin  as  well  as  in  the  background 
and  proper  left  shin.  The  varnish  is  synthetic. 

Provenance 

To  estate  of  the  artist,  Hancock,  N.H.,  1933;  to  (Hirschl  &  Adler 
Galleries,  New  York,  1981);  to  (Santa  Fe  East  Gallery,  N.Mex., 
1983);  to  Doug  and  Susan  Rose,  Mission  Hifis,  Kans.,  1983;  to 
Susan  L.  Rose  Trust,  Kansas  City,  Mo.,  1983;  to  NAMA,  2003. 
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Exhibitions 

Fifth  Avenue  Art  Galleries,  New  Yori<,  TliirteentJi  Exhihition  of 
the  Society  of  American  Artists,  27  April-2  July  1891  (traveled), 
no.  171;  Massachusetts  Charitable  Mechanic  Association,  Boston, 
Massachusetts  Charitable  Mechanic  Association  Eighteenth  Tri- 
ennial ExJiihitioit,  5  October-3  December  1892,  no.  90  (as  CJiild 
with  Violin);  Massachusetts  Charitable  Mechanic  Association,  Bos- 
ton, Massachusetts  Fine  Aii  Exhibit,  16-28  Januaiy  189,3,  no.  111 
(as  Portrait  of  a  Child  with  a  VioU)i);  Department  of  Fine  Arts, 
World's  Columbian  Exposition,  Chicago,  ["Fine  Arts  Exliibition"], 
1  May-30  October  1893,  no.  816,  no.  1110  in  the  re\dsed  exh.  cat. 
(as  Portrait  of  Ahce);  Santa  Fe  East  Galleiy,  N.Mex.,  Lilla  Cabot 
Pernj:  Daijs  to  Remember,  16  April-31  May  1983,  unnumbered 
(as  Child  [AUce]  with  VioUn);  National  Museum  of  Women  in  the 
Arts,  Washington,  D.C.,  Lilla  Cabot  Perry:  An  American  Impres- 
sionist, 28  September  1990-20  Januaiy  1991,  no.  15  (as  Portrait 
Study  of  a  Child  [Alice  Perry]). 

References 

"Splendid  Art  Show  by  the  'Society,'"  New  York  Herald,  25  April 
1891,  6;  "Exhibitions  of  the  Societ}/  of  American  Artists  and  School 
of  Drawang  and  Painting  at  Museum  of  Fine  Arts,"  Boston  Sunday 
Globe,  7  June  1891,  19;  review  of  the  Thirteenth  Exhibition  of  the 
Society  of  American  Artists,  1891,  Peny  clipping  files,  Hirschl  & 
Adler  Galleries,  New  York;  Catalogue  of  die  Thirteenth  Exhibi- 
tion of  the  Society  of  American  Artists,  exh.  cat.  (New  York:  Art 
Interchange  Press,  1891),  35;  Massachusetts  Charitable  Mechanic 
Association  Eighteenth  Triennial  Exhibition  Catalogue,  exh. 
cat.  (Boston:  Fine  Art  Department,  Massachusetts  Charitable 
Mechanic  Association,  1892),  7  (as  Cliild  with  Violin);  "The  Fine 
Arts.  Massachusetts  Art  for  the  World's  Fair — Figures  and  Por- 
traits," Boston  Evening  Transcript,  19  Januaiy  1893,  5;  "Art  in 
Boston. — The  Massachusetts  Exhibit  for  the  World's  Fair,"  Stu- 
dio 8  (25  Februaiy  1893),  110  (as  Portrait  of  a  Child  with  a  Violin); 
"Pictures  Accepted  in  Boston,"  A/tA/?i(7f(?Hr  28  (March  1893),  116 
(as  Portrait  of  a  Child);  Report  of  the  Eighteenth  Triennial  Exhibi- 
tion of  the  Massachusetts  Charitable  Mechanic  Association  (Boston: 
Press  of  Rockwell  and  Churchill,  1893),  171  (as  Child  with  Violin); 
Catalogue  of  the  Massachusetts  Fine  Art  Exhibit  (Boston:  Mas- 
sachusetts Charitable  Mechanic  Association,  1893),  unpaginated 
(as  Portrait  of  a  Child  with  a  Violin);  World's  Columbian  Exposi- 
tion Offcial  Catalogue  Fine  Arts,  exh.  cat.  (Chicago:  W.  B.  Con- 
key  Company,  1893),  24  (as  Portrait  of  Alice);  World's  Columbian 
Exposition  Official  Publications:  Revised  Catalogue  Department  of 
Fine  Arts  widi  Index  of  Exhibitors  (Chicago:  W.  B.  Conkey  Com- 
pany, 1893),  73  (as  Portrait  of  Alice);  Elizabeth  Broun,  "American 
Painting  and  Sculpture  in  the  Fine  Arts  Building  of  the  World's 
Columbian  Exposition,  Chicago,  1893,"  Ph.D.  diss..  University  of 
Kansas,  1976,  272  (as  Portrait  of  Alice);  Nicole  Plett,  "Soft-spoken 
Collector  Champions  Women's  Art,"  New  Mexican  (Santa  Fe), 
22  April  1983,  Pasatiempo  sec,  22  (as  Child  [Alice]  with  Violin); 
Suzanne  Deats,  "Whistler's  Sister,"  Santa  Fe  Reporter,  20  April 
1983,  19  (as  Child  [Alice]  with  Violin);  Alma  S.  King,  Lilla  Cabot 


Perry:  Days  to  Remember,  exh.  cat.  (Santa  Fe:  Santa  Fe  East  Gal- 
leiy, 1983),  unpaginated,  cover  (as  Child  [Alice]  with  Violin);  Lisa 
Michelle  Ward,  "Lilla  Cabot  Peny  and  the  Emergence  of  the 
Professional  Woman  Artist  in  America,  1885-1905,"  M.A.  thesis. 
University  of  Texas,  Austin,  1985,  50-51,  79,  112  (as  Child  [Alice] 
with  Violin);  Jo  Ann  Lewds,  "Lilla  Peny:  Impressions  of  a  Portrait- 
ist: Women's  Museum's  Flawed  Retrospective,"  Washington  Post, 
14  November  1990,  B12;  John  Gill,  "A  Painter's  Family  Album," 
Victoria,  November  1990,  122;  Meredith  Martindate  et  al.,  Lilla 
Cabot  Perry:  An  American  Impressionist,  exh.  cat.  (Washington, 
D.C.:  National  Museum  of  Women  in  the  Arts,  1990),  30,  36,  38, 
i03n45,  144-45  ('^s  Portrait  Study  of  a  Child  [Alice  Perry]);  Revis- 
iting the  White  City:  American  Art  at  the  189,3  World's  Fair  (Wash- 
ington, D.C.:  National  Museum  of  American  Art,  National  Portrait 
Galleiy,  1993),  303  (as  Portrait  of  Alice  [Portrait  Study  of  a  Child 
{Alice  Perry}]);  Marcia  Lynn  Soderman-Olson,  "Reconstructing 
Lilla  Cabot  Peny  (1889-1933):  A  Study  in  Class  and  Gender," 
Ph.D.  diss..  University  of  Minnesota,  2000,  1:133-34,  170112  (as 
Portrait  Study  of  a  Child  [Alice  Perry  with  Violin]). 


John  Frederick  Peto  (i854-i907) 
Books  on  a  Table,  c.  1900  -f 

Oil  on  canvas 

24%  X  42%  in.  (62.6  X  108.9  '^■'n) 

Purcliase:  Nelson  Trnst  tlij-ongh  the  exchange  of  a  gift  of  the  Friends 
of  Art,  90- 1 1 

Technical  Notes 

The  original  can\^as  is  a  plain-weave  fabric  that  has  been  lined  to 
a  secondai-v  fabric  support  with  wax-based  adhesive.  The  tacking 
margins  have  been  removed.  A  few  small  remnants  of  the  original 
folding  edge  of  the  canvas  are  located  on  the  upper  right  edge,  but 
no  conclusions  can  be  drawn  regarding  the  original  dimensions 
of  the  painted  surface.  The  ground  layer  consists  of  a  thin,  even, 
opaque  application.  Infrared  reflectography  (IRR)  reveals  a  few 
painted  underdi-awing  lines  that  outline  compositional  elements. 
Peto  appears  to  have  applied  an  opaque,  medium  pink  imprima- 
tura  and  to  have  underpainted  the  background  with  red-bro^^'n 
paint  followed  by  dark  brown.  Infrared  reflectography  reveals  an 
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object  in  the  foreground  that  Peto  overpainted,  located  below  the 
inlcvvell  and  feather.  The  shape  and  highlights  of  the  object  indicate 
that  it  is  a  jai"  turned  on  its  side.  A  dark  oblong  shape  extends  from 
the  jar.  A  Hght-colored  C  shape  is  \isible  under  IRR  below  the 
mouth  of  the  pipe.  This  shape  may  be  associated  with  a  fold  in  the 
tablecloth.  A  light-colored  horizontal  band  of  paint  passes  through 
the  orange  book  located  on  the  right  side  of  the  inl\\vell  and  feather. 
This  rectangular  shape  may  be  an  extension  of  the  green  book  that 
is  stacked  to  the  right  of  the  orange  book,  but  no  green  paint  is 
e\ddent  between  the  paint  cracks  when  examined  under  magnifica- 
tion. X-radiography  reveals  that  the  candlestick  was  repositioned 
slightly  to  the  right  and  that  a  broad,  diagonal  brushstroke  beneath 
the  paint  of  the  central  vertical  books  does  not  relate  to  the  final 
coiuposition.  Overall,  the  composition  was  painted  thinh' with  the 
exception  of  a  few  locafized  regions  of  moderate  impasto  that  cre- 
ate texture  on  the  green  tablecloth.  Black  and  br(n\'n  transparent 
glazes  were  applied  to  the  shadows.  In  many  areas,  Peto  applied 
fine,  precise  paint  strokes  to  highlight  the  edges  of  books  and  ren- 
der details.  Scattered  retouch  is  evident  in  the  backgromid,  along 
the  edges,  a]Kl  on  the  central  bi-own  pitcher.  Museum  consemi- 
tion  staff  treated  the  painting  in  1990,  at  which  time  the  synthetic 
varnish  was  reformed,  paint  losses  were  filled  and  i-etouched,  and  a 
synithetic  varnish  layer  was  added.  Mechanical  ci'acks  and  abrasion 
of  the  yellow-green  glaze  were  also  noted  at  that  time. 

Provenance 

Probably  to  Christine  Pearl  Peto  (wddow  of  the  artist),  1907;  to 
Helen  Peto  Smiley  (daughter  of  the  artist),  Lsland  Heights,  N.J., 
by  1949;  to  Blossom  Smiley  Bejarano  (granddaughter  of  the  artist), 
Greenwdch,  Conn.,  by  descent;  to  (James  Maroney,  New  York,  by 
1981);  to  NAMA,  1990. 

Exhibitions 

Brooklyn  Museum,  N.Y.,  Joliii  F.  Peto,  1  March-9  July  1950  (trav- 
eled), no.  20;  National  CialleiT  of  Art,  Washington,  D.C.,  IinpoiiaiU 
h\fonnaiion  Inside:  The  Art  of  John  F.  Peto  and  the  Idea  of  Still-Life 
Faiiitiii<i^  i)}  NiiieteentJj-Ceutnnj  A)neriea,  16  Januaiy-18  Septem- 
ber 1983  (traveled),  no.  106;  James  Maroney,  New  York,  Tlie  Odd 
Pietnre:  Distinctive  and  Yet  Not  Necessarihj  PredieidlAe  Fffoiis  by 
Recognized  Masters,  All  Modern  in  Their  Several  Ways,  Novem- 
ber 1984,  no.  11;  Westmoreland  Museum  of  Art,  Grcensburg,  Pa., 
Penn's  Promise:  Still  Life  Painting  in  Pennsylvania,  lyg^-igso,  29 
May-31  July  1988,  no.  91. 

References 

Lloyd  Goodrich,  "Plarnett  and  Peto:  A  Note  on  Style,"  A;t  Bulletin 
31  (March  1949),  57-58,  fig.  3  (as  Books  and  Table  Top);  John  L  H. 
Bauer,  "Peto  and  the  American  Trompe  I'Oeil  Tradition,"  Magazine 
of  Art  43  (May  1950),  185;  JoJvi  F.  Peto,  exh.  cat.  (Brooklyn,  N.Y.: 
BrookKni  Museum,  1950),  47;  Alfred  Frankenstein,  A/Zc^rf/ic  Hunt: 
William  Harnett  and  Other  American  Still  Life  Painters,  iSyo-igoo 
(Berkeley  and  Los  Angeles:  University  of  California  Press,  1953), 
111;  Alfred  Frankenstein,  After  the  HuJit:  William  Harnett  and 


Other  American  Still  Life  Painters,  i8yo-igoo,  rev.  ed.  (Berkeley 
and  Los  Angeles:  University  of  California  Press,  1969),  111;  John 
Wihuerding,  hnportant  Information  Inside:  The  Art  of  fohn  F.  Peto 
and  I  he  Idea  of  Si  ill-Life  Paiiili)ig  in  Nineteoith-Ceiitnnj  America, 
exh.  cat.  (Washington,  D.C.:  National  Gallei-v  of  Art,  1983),  117- 
19,  252;  James  PL  Maroney  fr.,  Tlie  Odd  Picture:  Distinctive  and 
Yet  Not  Necessarihj  Predictable  Efforts  by  Recognized  Masters,  All 
Modem  in  Their  Several  Ways  (New  York:  Jaiues  Maroney,  1984), 
14-15,  54-55;  Poms  Promise:  Still  Life  Painting  in  Pennsylvania, 
1795-1930,  exh,  cat.  (Greensbin-g,  Pa.:  Westmoreland  Museum 
of  Art,  1988),  5,  75;  Laura  Caruso,  "Nelson  Galleiv  Gets  a  Still 
Life  b\'  Peto,"  Kansas  City  Star,  19  August  1990,  18;  "New  at  the 
Nelson:  Masterful  Still  Life,"  Calendar  (Nelson-Atkins  Museum 
of  Art),  September  1990,  cover,  2;  "U.S.  Museums  Sell  Kunivoshis 
to  High  Bidder,"  Art  in  America  78  (September  1990),  61;  The 
Society  of  Felloivs  Silver  Anniversary  (Kaiisas  City,  Mo.:  Nelson- 
Atkins  Museum  of  Art,  1990),  unpaginated;  Roger  Ward,  "Selected 
Acquisitions  of  European  and  American  Paintings  at  the  Nelson- 
Atkins  Museum  of  Art,  Kansas  City  ig86-iggo,"  Burlington  Mag- 
azine 133  (FebruaiT  1991),  157-59;  NAMA  1991,  5,  56-57;  Hemy 
Adams,  "Will  the  Real  WiUiam  Harnett  Please  Stand  Up,"  SmiHi- 
sonia)}  22  (March  1992),  54-55,  62;  Alice  Thorson,  "Eden's  Bounty: 
Nelson  Buvs  Still  Life  of  American  Abundance,"  Kajisas  City  Star. 
26  November  1992,  Gio;  Margaret  C.  Conrads,  "Masterful  Ameri- 
can Stifi  Life  Joins  Collection,"  Calendar  (Nelson-Atkins  Museum 
of  Art),  November  1992,  2;  NAMA  1993a,  54,  228,  242;  NAMA 
1993b,  109;  Christies,  New  York,  26  May  1994,  42;  Marc  Siiupson, 
"In  the  LibraiT,"  Timkc)}  Museum  of  Art:  Accpiisitions,  igg5-2005 
(San  Diego:  Putnam  Foundation,  2006),  30,  31,  fig.  2. 
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Henry  Varnum  Poor  (I888-1970) 
Dead  Pheasant,  c.  1935 

Oil  on  Masoiiite 
15%  X  ig'/s  in.  (40.3  X  50.5  cm) 
Signed  lower  left:  H  \'  Poor 
Gift  of  the  Friends  of  Art,  35-336 

Technical  Notes 

Poor  applied  an  opaque,  off-white  ground  to  the  three-ply  Masonite 
panel.  No  underdrawing  is  apparent  under  normal  lighting  condi- 
tions. He  painted  the  composition  indirectly  with  loose  brushwork 
and  fluid,  medium-rich  paint  applied  wet  into  wet.  High  impasto 
is  evident  in  the  thick  paint  of  the  pheasant  and  a  few  thick  paint 
strokes  in  the  background.  Incised  vertical  lines  in  the  paint  are 
located  on  the  feathers,  mainly  on  the  bottom.  The  grain  of  the 
panel  is  prominent  when  the  painting  is  viewed  under  specular 
illumination.  Horizontal  mechanical  cracks  that  relate  to  the  gi'ain 
of  the  t(jp  laminate  have  developed  overall,  and  prominent  traction 
cracks  are  located  on  the  pheasant.  A  small  amount  of  pinpoint- 
size  retouch  is  located  mainly  on  the  edges.  Museum  consen'ation 
staff  treated  the  painting  in  1984,  at  which  time  surface  grime  and 
varnish  were  removed,  a  S)mthetic  varnish  was  applied,  and  paint 
losses  were  filled  and  toned. 

Provenance 

To  (Frank  K.M.  Rehn  GaUeries,  New  York,  1935);  to  NAMA, 
1935- 

Exhibitions 

Kansas  State  Teachers  College  of  Emporia,  ["Exhibition  of  Con- 
temporaiy  American  Paintings"],  late  March-early  Apiil  1936, 
no  cat.;  Wichita  Art  Museum,  Kans.,  Painiings  Loaned  hij  the 
Friends  of  An  Collection,  William  Rockhill  Nelson  Gallery  and 
Atkins  Museum,  Fumsas  City,  22  April-6  May  1956,  no  cat.; 
Hackley  Art  GaUeiy,  Muskegon,  Mich.,  Distinguished  Americans, 
30  September-28  October  1956,  no  cat.;  William  Rockhill  Nel- 
son Gallery  of  Art  and  Mai-y  Atkins  Museum  of  Fine  Arts,  Kansas 


City,  Mo.,  .50  Years  of  Collecting:  The  Friends  of  AH  Collection;  A 
Retrospective  Exhibition,  15  December  1984-15  January  1985,  no 
cat.;  Center  for  Great  Plains  Studies  Art  Collection,  University  of 
Nebraska,  Lincoln,  Great  Plains,  1930-1939,  20  March  1985-13 
September  1986  (traveled),  no.  20. 

References 

M.  K.  P.,  "In  Galleiy  and  Studio:  News  and  Views  of  the  Week  in 
Art,"  K/insas  City  Star,  29  November  1935,  14;  News  Flashes  (Wil- 
liam Rockhill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum  of 
Fine  Arts)  2  (1-31  December  1935),  3;  "Painting  by  Hemy  Var- 
num Poor  Is  Weeks  Nelson  Masteipiece,"  Kansas  City  Journal- 
Post,  29  December  1935,  2B;  "Liberal  with  Art,"  Kansas  City 
Star,  1  Januaiy  1936,  8;  "Galleiy  Changes,"  News  Flashes  (Wil- 
liam Rockhill  Nelson  GaUery  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts)  2  (1-16  Januaiy  1936),  2;  "Friends  of  Art,"  News  Flashes 
(William  Rockhill  Nelson  GaUeiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  2  (1-15  March  1936),  4;  "Friends  of  Art,"  Neics 
Flashes  (William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts)  2  (15-31  March  1936),  3;  News  Flashes 
(Wflham  Rockhifl  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  2  (1-30  April  1936),  unpaginated;  "Important  Steps 
toward  Becoming  Art  Center  by  Kansas  City  in  1936,"  Kansas  City 
Star,  27  December  1936,  2B;  "Art  News,"  Kansas  City  jounial- 
Post,  27  December  1936,  2B;  H[eniy]  C.  H[askell],  "The  Friends 
of  Art  Acciuire  an  American  Scene  by  Marsh,"  Kansas  City  Star, 
20  December  1940,  unpaginated;  NAMA  1940,  23;  NAMA  1941, 
166;  "Modern  Painters  Are  Aided  by  the  Friends  of  Art,"  Kansas 
City  Star,  13  April  1947,  9D;  Winifred  Shields,  "A  Special  Coflec- 
tion  of  Works  Is  Cirowing  at  Nelson  Gallery,"  Kcmsas  City  Star, 
19  May  1950,  28;  Winifred  Shields,  "Key  Role  at  Art  Gallei-\'  Filled 
by  Society  of  500,"  Kansas  City  Star,  4  Januaiy  1953,  8D;  Winifred 
Shields,  "Art  and  Artists:  Rare  Sculptui-e  from  France  Acquired  by 
Nelson  Galleiy,"  Ka)isas  City  Star,  16  December  1955,  6;  NAMA 
1959,  257;  Donald  L.  Hoffmann,  "For  Friends  of  Art:  Four  Lively 
Paintings,"  Kansas  City  Star,  1  May  1966,  iF;  "American  Piimi- 
tive,"  Bon  Appetit  16  (September-October  1971),  40:  NAMA 
1973,  254;  Donald  Hoffmann,  "Tracing  the  Ups  and  Downs  of 
the  Friends  of  Art,"  Kansas  City  Star,  19  September  1976,  lE; 
Donald  Hoffmann,  "Just  Friends  lor  50  Years,"  Kansas  City  Star, 
9  December  1984,  9F;  Lee  Pentecost,  "50  Years  of  Collecting:  The 
Friends  of  Art  at  the  Nelson;  A  Retrospective  Exhibition,"  type- 
script, 1984,  NAMA  curatorial  files,  2;  Great  Plains.  1930-1939^ 
exh.  cat.  (Lincoln,  Neb.:  Center  for  Great  Plains  Studies  Art  Col- 
lection, University  of  Nebraska,  Lincoln,  1985),  18;  NAMA  1991, 
149;  NAMA  1993b,  55  (as  Dead  Pheasants). 
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Henry  Varnum  Poor  (1888-1970) 
Seascape,  n.d. 

Oil  on  cain  as 

36'/i(i  X  41 '/s  in.  (91.6  X  104.3  cm) 

Signed  lower  left:  Heniy  \'.  Poor 

Gift  of  Mr.  and  Mrs.  Charles  Di.xon,  F8S-33 

Technical  Notes 

The  tacking  mai-gins  of  the  tightly  woven,  plain-weave  canvas  are 
intact,  confirming  the  dimensions  are  original.  The  opaque,  off- 
white  ground  was  probably  conuuercially  applied.  Poor  appears  to 
have  outlined  compositional  elements  with  thin,  fluid  paint  strokes 
that  remain  ^asible  in  the  final  composition.  He  painted  the  sea- 
scape looseh;  using  opacjue  paint  that  ranged  in  consistency  from 
thin  and  fluid  to  thick  and  pastefike.  Paint  strokes  visible  beneath 
the  mountain  on  the  left  side  su2;2;est  that  a  smaller  mountain  was 
initially  outlined.  A  few  localized  mechanical  ci-acks  ha\  e  devel- 
oped overall.  Garland  ci'acks  ha\'e  formed  along  the  top  and  bot- 
tom edges  and  in  the  sk-\-.  A  feather  crack  is  located  in  the  uppei' 
left  quadrant.  A  laver  of  grime  is  present  on  the  surface,  and  flecks 
of  a  yellow-brown  resinous  material  are  evident  in  the  water  in 
the  lower  right  (juadrant.  Two  pinpoint-size  paint  losses  are  visible 
near  the  lower  right  corner.  The  painting  is  unvarnished. 

Provenance 

Herbert  Poor  (brodier  of  the  artist),  Kansas  City,  Mo.;  to 
Dr.  Ortho  H.  and  Flora  Witcher,  Sweet  Springs  City,  Mo.,  late 
1920s;  to  Charles  S.  and  Ida  W.  Dixon,  Prairie  Village,  Kans.,  by 
descent;  to  NAMA,  1988. 


Edward  Potthast  (1857-1927) 
Slimmer  Joijs,  1914 

Oil  on  panel 

X  16  in.  (31. 8  X  40.6  cm) 
Signcnl  lower  left;  E.  Potthast 

Ciitt  of  the  Enid  and  CJrosby  Kemper  P^csnndation,  F88-36 

Technical  Notes 

Potthast  may  have  applied  the  thin,  opaque,  off-\\'hite  ground  to 
the  '/+-inch-thick  wood  panel.  The  dimensions  are  original,  as  there 
is  paint  on  all  four  outer  edges.  The  artist  appears  to  have  loosely 
sketched  the  figures  with  graphite  before  rendering  the  composi- 
tion loosely  with  lavers  of  thick,  opac^ue,  pastelike  paint,  applied 
wet  into  wet.  Underdrawing  lines  appear  between  the  layers  of 
paint,  suggesting  that  Potthast  reworked  his  composition  as  he 
painted.  A  few  fine  mechanical  cracks  are  evident  under  magnifica- 
tion, and  traction  cracks  have  developed  in  thick  areas  of  paint  pii- 
majilv  in  the  center.  There  are  four  small  paint  losses  in  the  bottom 
right  quadrant.  A  fe\\'  flattened  areas  of  impasto  probabl)'  relate 
to  Potthast's  reworking  of  the  composition.  Museum  consen  ation 
staff  treated  the  painting  in  1989,  at  \y\\\d\  time  surface  grime  and 
accretions  were  removed,  a  svnthetic  v^arnish  was  applied,  areas 
of  impasto  loss  were  filled  and  retouclied,  and  a  minor  horizontal 
scratch  in  the  upper  left  (quadrant  was  retouched. 

Provenance 

To  Dr.  George  W.  Wood\\'a)-d,  Philadelphia,  1914;  ( Maxwell  A. 
Southbv,  Philadelphia  and  Los  Angeles,  by  1927);  (William  Mac- 
beth, New  York);  (Sotheby's,  New  York,  1  Deceiuber  1988,  lot 
209);  to  NAMA,  1988. 

Exhibition 

Corcoran  Gaflen' of  Art,  Washington,  D.C.,  Fifth  Biennial  Exhibi- 
lion  Oil  F(iinii}\gs  hi/  Contcniporanj  American  Aiiists,  15  Decem- 
ber 1914-24  Januaiy  1915,  no.  209. 
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References 

Fifth  Biennial  Exhibition  Oil  Paintings  by  Conteinporanj  Ameri- 
can Ai-iists,  exh.  cat.  (Washington,  D.C.:  Corcoran  Galleiy  of  Art, 
1914),  unpaginated;  "Contemporaiy  American  Painting,"  Art  and 
Progress  6  (Februaiy  1915),  125;  Sotheby's,  New  York,  1  Decem]:)er 
1988,  lot  209;  Donald  Hoffmann,  "Kemper  Foundation  Donates 
Two  Works  to  Nelson,"  Kansas  City  Star,  25  June  1989,  5C;  "Amer- 
ican Paintings  Enrich  Museum  Collection,"  Calendar  (Nelson- 
Atkins  Museum  of  Art),  Summer  1989,  2-3;  NAMA  1991,  131. 


Maurice  Brazil  Prendergast  (1858-1924) 
Portrait  of  a  Boy,  c.  1910-13  4- 

Oil  on  canvas,  mounted  on  Masonite 
iH%  X  i5'/(  in.  (47.3  X  38.7  cm) 

Purcl  ia,se:  NeLscjn  Trust  through  the  generosit)-  of  Mr.  and  Mrs.  Milton 
McGreew  tlirough  the  Westport  Fund,  44-23 

Technical  Notes 

The  fine,  tightly  woven,  plain-weave  canvas  has  been  mounted  to 
a  Masonite  panel,  which  extends  slightly  beyond  the  canvas  edges. 
The  absence  of  paint  on  the  panel  edges  indicates  that  the  canvas 
was  not  originally  mounted  to  the  panel.  It  is  difficult  to  determine 
if  the  dimensions  are  original.  Over  the  thin,  opaque,  beige  ground, 
Prendergast  seems  to  have  loosely  outlined  the  facial  features  and 
body  of  the  figure  with  paint  before  directly  painting  the  portrait 
with  opaque,  pastelike  paint  and  prominent  brushwork  overall. 
The  mounting  technique  has  flattened  the  moderate  impasto  and 
caused  the  screen  texture  of  the  Masonite  to  become  prominent 
overall.  Museimi  consen'atio]!  staff  treated  the  painting  in  2005,  at 
which  time  surface  grime  and  discolored  natural  resin  varnish  were 
removed,  and  a  thin  laver  of  mastic  varnish  was  applied. 


Provenance 

To  Charles  Prendergast  (brother  of  the  artist),  Boston,  c.  1910- 
13;  (C.  W.  Kraushaar  Art  Galleries,  New  York,  by  1926);  Mr.  and 
Mrs.  Cornehus  J.  Sullivan,  Astoria,  Long  Island,  N.Y.,  by  1931; 
to  (American  Art  Association,  Anderson  Calleries,  New  York, 
29  April- 1  Mav  1937,  lot  55);  to  (C.W  Kraushaar  Art  Calleries, 
New  York,  1937);  to  Milton  and  Barbara  McCreevy,  Shawnee 
Mission,  Kans.,  1944;  to  NAMA,  1944. 

Exhibitions 

C.W.  Kraushaar  Art  Gafleries,  New  York,  Memorial  Exhibition  of 
Paintings  and  Watercolors  by  Maurice  Prendergast,  16  Februaiy- 
4  March  1925,  not  in  cat.;  Art  Institute  of  Chicago,  Special  Exhi- 
bition: Sculpture  by  Nancy  Cox-McCormack,  Mural  Paintings  by 
Puvis  de  Chavannes,  Albert  Besnard  and  the  National  Society  of 
Mural  Painters,  Decorative  Paintings  by  Eduard  Buk  Ulreivch, 
Drawings  and  Lithographs  by  CO.  Woodbury,  Paintings  by 
Maurice  Prendergast,  17  March-24  April  1925,  no.  33  (as  Portrait 
Study  of  a  Boy);  Cleveland  Museum  of  Art,  Ohio,  The  Maurice 
Prendergast  Memorial  Exhibition,  15  Januaiy-15  Eebruaiy  1926, 
no  cat.;  Whitney  Museum  of  American  Art,  New  York,  Maurice 
Prendergast  Memorial  Exhibition,  21  Februaiy-22  March  1934, 
no.  112  (as  Head  of  a  Boy);  Addison  Galleiy  of  American  Art, 
Phillips  Academy,  Andover,  Mass.,  The  Prendergasts:  Retrospec- 
tive Exhibition  of  the  Work  of  Maurice  and  Charles  Prendergast, 
24  September-6  November  1938,  no.  73;  C.W  Kraushaar  Galler- 
ies, New  York,  Selected  Paintings,  Watercolors,  Drawings,  Prints 
and  Sculpture  by  Modern  French  and  American  Artists,  1939,  no 
cat.;  Washington  C'ounty  Museum,  Hagerstown,  Md..  Works  by 
French  and  American  Artists,  1-31  October  1940,  no  cat.;  Museum 
of  Fine  Arts,  Boston,  Maurice  Prendergast,  1859-1924,  26  Octo- 
ber 1960-30  July  1961  (traveled),  no.  21;  William  Rockhill  Nel- 
son Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Mo.,  Nineteenth  Century  American  Painting,  17  Februaiy- 
31  March  1974,  no  cat.;  San  Jose  Museum  of  Art,  Calif.,  America 
VI:  The  Eight;  Painters  of  the  New  Society,  19  October-28  Novem- 
ber 1976,  unnumbered;  Nassau  County  Museum  of  Fine  Art,  Ros- 
lyn  Harbor,  N.Y,  The  Shock  of  Modernism  in  America:  The  Eight 
and  Artists  of  the  Armory  SJjow,  29  April-29  Jul)'  1984,  no.  41; 
Williams  College  Museum  of  Art,  Williainstown,  Mass.,  Portraits 
bij  the  Prendergasts,  19  October  1984-24  March  1985,  no.  12. 

References 

H.C.,  "Prendergasts  Art  Shown  in  Memorial,"  Art  News  23 
(21  Eebruaiy  1925),  2;  "The  World  of  Art:  A  Memorial  Exhibition 
and  Some  Books,"  New  York  Times  Magazine,  1  March  1925,  16; 
Special  Exhibitio)}:  Sculpture  by  Nancy  Cox-McConnack,  Mural 
Paintings  by  Puvis  de  Chavannes,  Albert  Besnard  and  the  National 
Society  of  Mural  Painters,  Decorative  Paintings  by  Eduard  Buk 
Ulreivch,  Drawings  and  Lithographs  by  CO.  Woodbury,  Paint- 
ings by  Maurice  Prendergast,  exh.  cat.  (Chicago:  Art  Institute  of 
Chicago,  1925),  unpaginated  (as  Portrait  Study  of  a  Boy);  Marga- 
ret Breuning,  Maurice  Prendergast  (New  York:  Whitney  Museum 
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of  American  Art,  1931),  10,  20-21  (as  Head  of  a  Boy);  "Deaf  Pren- 
dergast.  Dead  Ten  Years,  Presents  His  'Still  Domain,'"  Art  Digest 
8  (1  March  1934),  10  (as  Head  of  a  Boy);  Maurice  Prendergast 
Memorial  Exhibition,  exli.  cat.  (New  York:  Whitney  Museum  of 
American  Art,  1934),  16  (as  Head  of  a  Boy);  American  Art  Asso- 
ciation, Anderson  Galleries,  New  York.  29  April-i  May  1937,  lot 
55;  "Paintings  and  Prints  Sold  at  Auction,"  American  Aii  Aivui(d 
34  (1937-38),  641;  Tlie  Prendcrgasts:  Retrospective  Exhibition  of 
the  Work  of  Maurice  and  Charles  Prendergast,  exh.  cat.  (Andover, 
Mass.:  Addison  Galleiy,  1938),  22;  "The  Westport  Fund  Makes  a 
Gift  to  Art,"  Kansas  City  Star,  16  July  1944,  8D;  "Events  of  Mid- 
summer," New  York  Times,  6  August  1944,  X2;  "From  Time  to 
Time  the  Westport  Fund  Is  the  Agency  through  Which  Impor- 
tant American  Paintings  Enter  the  William  Rockhill  Nelson  Art 
GalleiT  of  Kansas  City,"  Art'  Digest  18  (August  1944),  15;  "Gift  of 
Gontemporan-  American  Paintings,"  Gallery  News  (William  Rock- 
hill  Nelson  Gallen/  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts) 
10  (August-September  1944),  5;  "Modern  Painters  Are  Aided  by 
the  Friends  of  Art,"  Kansas  City  Star,  13  April  1947,  9D;  Win- 
ifred Shields,  "A  Special  Gollection  of  Works  Is  Growing  at  Nel- 
son Galleiy,"  Kansas  City  Star,  19  May  1950,  28;  Hedley  Howell 
Rhys,  "Maurice  Prendergast:  The  Sources  a]id  Development  of 
Flis  Style,"  Ph.D.  diss.,  Hamird  Universit)-,  1952,  116,  165;  NAMA 
1959,  257;  Hedley  Howell  Rhys,  Maurice  Prendergast,  1859-1924, 
exh.  cat.  (Cambridge,  Mass.:  Hamuxl  University  Press,  i960),  50, 
71,  136;  NAMA  1973,  254;  "America  \T:  The  Eight;  Painters  of  the 
New  Societ\',"  in  American  Series:  A  Catalogue  of  Eight  Exhibi- 
tions, exh.  cat.  (San  Jose,  CaUf.:  San  Jose  Museum  of  Art,  1978), 
unpaginated;  Constance  H.  Schwartz,  TJie  SJiock  of  Modernism 
in  America:  The  Eight  and  Artists  of  the  Armory  Show,  exh.  cat. 
(Roslvn  Harbor,  N.Y.:  Nassau  County  Museum  of  Fine  Art,  1984), 
30;  Portraits  by  the  Prendcrgasts,  exh.  cat.  (Williamstown,  Mass.: 
Williams  College  Museum  of  Art,  1985),  unpaginated;  Carol  Clark, 
Nancy  Mowll  Mathews,  and  Gwendohm  Owens,  Maurice  Brazil 
Prendergast,  Charles  Prendergast:  A  Catalogue  Raisonne  (Williams- 
town,  Mass.:  WiUiams  College  Museum  of  Art;  Munich:  Prestel- 
Verlag,  1990),  21,  280-81;  NAMA  1991,  144-45- 


Maurice  Braziu  Prendergast  (1S58-1924) 
Castle  Island,  c.  1915-18 

Oil  on  cam  as 

i8'^i6  X  2HV4  in.  (47.1  X  71.8  cm) 

Signed  lower  left:  Prenderga,st. 

Gift  of  Mr.  and  Mrs.  Joseph  S.  Adia,  F38-57 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  using  a  glue- 
based  adhesive.  The  tacking  margins  have  been  removed,  mak- 
ing it  impossible  to  determine  whether  the  dimensions  have  been 
altered.  Ox  er  the  opaque,  off-white  ground,  Prendergast  rendered 
the  scene  using  opaque  and  transparent  paint  lavers.  The  consis- 
tencv  of  the  paint  varies  considerably  from  thick  and  pastelike  to 
thin,  medium-rich,  and  glazelike.  The  texture  of  the  canvas  weave 
remains  xisible  in  thinly  painted  areas.  Thick,  diy  paint  strokes 
produce  a  bump)',  active  sui-face  texture,  especially  on  the  bottom 
edge  and  the  upper  center.  An  area  of  the  lower  right  (quadrant, 
to  the  left  of  the  two  figures  near  the  right  edge,  has  a  slightK'  dif- 
ferent texture  and  color,  suggesting  that  Prendergast  ovei-painted 
a  fieure  in  the  foreground.  A  few  localized  mechanical  cracks  have 
developed  in  thickly  painted  regions.  Museum  conseiA  ation  staff 
treated  the  painting  in  1967,  at  which  time  surface  grime  and  a 
discolored  natural  resin  varnish  were  removed  and  a  synthetic  var- 
nish was  applied. 

Provenance 

To  Charies  Prendergast  (brother  of  the  artist),  Boston,  1924;  to 
Eugenie  Prendergast  (sister-in-law  of  the  artist),  Boston,  1948;  to 
(C.  W.  Kraushaar  Art  Galleries,  New  York);  to  (Coleman  Art  Gal- 
leiy, Philadelphia,  1956);  to  Mr.  and  Mrs.  Arthur  G.  Altschul.  New 
York,  1956;  to  (Hirschl  &  Alder  Galleries,  New  York,  x\ath  Milch 
Galleries,  New  York,  1958);  to  Mr.  and  Mrs.  Joseph  S.  Atha,  Kansas 
City,  Mo.,  September  1958;  to  NAMA,  1958. 

Exhibitions 

Whitney  Museum  of  American  Art,  New  York,  Maurice  Prender- 
gast Menwrial  Exhibition,  21  Februan'-22  March  1934,  no.  115; 
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Addison  Gallei-v  of  American  Art,  Phillips  Academy,  Andover, 
Mass.,  Tlic  PnnidcroasfH:  Retrospective  Exiiihilioii  of  tlie  Work  of 
Maurice  and  Charles  Prendergast,  24  September-6  November 
1938,  no.  75;  C.W.  Kranshaar  Art  Galleries,  New  York,  Pai]iti)\<^s 
bij  Maurice  Prouleroast,  18  March-io  April  1940,  no.  i;  Arnot 
Art  Museum,  Elmira,  N.Y.,  widi  American  Federation  of  Arts,  Oil 
Paintii}<i^s  hij  "Men  of  the  RehelUon,"  "The  Eight,"  1-24  November 
1940,  no.  2;  Renaissance  Society  at  University  ol  Chicago,  Exlii- 
bition  of  Paintings  by  Maurice  Proidergast  icitJi  Watercohrs  by 
Charles  Denuith  and  Carl  Kahler,  29  Januaiy-28  Februaiy  1946, 
no.  9;  William  Rockhill  Nelson  Gallen-'  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  Kansas  Citv,  Mo.,  Kansas  City  Collects,  -Z'Z 
January-28  Februaiy  1965,  no.  26;  William  Rockhill  Nelson  Gal- 
lon' of  Art  and  Mai"v  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
NineteentJi  Century  American  Painting,  17  Februa)y-3i  March 
1974,  no  cat.;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  A 
Bountiful  Decade:  Selected  Acquisitions,  ig-y-igSy,  14  October- 
6  December  1987,  no.  78. 

References 

Maurice  Proulergast  Memorial  Exhibilion,  exh.  cat.  (New  York: 
Whitney  Museum  of  American  Art,  1934),  16;  The  Prendergasts: 
Retrospective  Exhibition  of  die  Work  of  Maurice  and  Charles  Pren- 
dergast,  exh.  cat.  (Andover,  Mass.:  Addison  Galleiy,  1938),  22;  Mar- 
garet Breuning,  "In  the  World  of  Art,"  New  York  Journal  American, 
31  March  1940,  6M;  Paintings  by  Maurice  Prendergast,  exh.  bro- 
chure (New  York:  C.W.  Kraushaar  Art  Galleries,  1940),  unpagi- 
nated;  Oil  Pai)itings  by  "Men  of  Rebellion,"  "The  Eight,"  exh.  cat. 
(Elmira,  N.Y.:  Arnot  Art  Museum,  1940),  unpaginated;  Exhibit io)\ 
of  Paintings  by  Maurice  Prendergast  with  Watercolors  by  Charles 
Demulh  aiul  Carl  Kahler,  exh.  cat.  (Chicago:  Renaissance  Soci- 
ety at  University  of  Chicago,  1946),  unpaginated;  Hedley  Howell 
Rhys,  "Maurice  Prendergast;  The  Sources  and  Development  of 
His  Style,"  Ph.D.  diss.,  Hamuxl  University,  1952,  114-15,  155,  fig. 
49;  Leslie  Katz,  "The  World  of  The  Eight,""  Arts  Yearbook  1,  the 
Turn  of  the  Century  (New  York:  Art  Digest,  1957),  62;  "Ethics  and 
Art  Tangle,"  Kansas  City  Times,  7  November  1958,  4A;  NAMA 
1959,  257;  Hedley  Howell  Rhvs,  Maurice  Prendergast:  i8sQ-ig24, 
exh.  cat.  (Cambridge,  Mass.:  Flan'ard  University  Press,  i960),  52; 
Kansas  City  Collects,  exh.  cat.  (Kansas  CiW,  Mo.:  William  Rockh- 
ill Nelson  Ciallen'  of  Art  and  Marv  Atkins  Museum  of  Fine  Arts, 
1965),  unpaginated;  NAMA  1973,  254;  Donald  Hoffmann,  "Galleiy 
Adds  Two  Pieces  to  Rs  American  C^ollection,"  Kansas  City  Star,  12 
April  1987,  8D;  "Prendergast  Painting  Given  to  Museum,"  Calen- 
dar (Nehon- Atkins  Museum  of  Art),  May  1987,  1-3;  NAMA  1987, 
178-79,  261;  Carol  Clark,  Nancy  Mowll  Mathews,  and  Gwendolyn 
Owens,  Maurice  Brazil  Prendergast ,  Charles  Prendergast:  A  Cata- 
logue Raisonne  (Williamstown,  Mass.:  WiUiams  College  Museum 
of  Art;  Munich:  Prestel-Verlag,  1990),  313;  NAMA  1991,  143-44; 
NAMA  1993a,  244. 


HOVSEP  PUSHMAN  (1877-1966) 
Head  of  an  Eg^ijptian,  c.  1921 

Oil  on  cam  us 

igl4  X  ij'Vh  ill.  (50.2  X  44.8  cm) 

Signed  lo\\'er  right:  IIo\'.sep  Piislinian 

Gift  otMr.  and  Mrs.  Albert  R.  Jones,  52-54 

Technical  Notes 

The  original  canv  as  is  a  tightly  woven,  medium-weight,  probably 
linen  fabric.  The  horizontal  dimension  has  been  expanded  by 
V2  inch  on  the  left  edge.  The  ground  la\er  is  a  thin,  opaque,  light 
gray  paint  and  was  commerciallv  applied.  Pushman  painted  indi- 
rectly xvdth  medium-rich,  relatively  fluid  paste  paint  and  dark  browi 
glazes  in  the  shadows  of  the  face  and  neck.  Pinpoint-size  retouch 
is  located  mainlv  in  the  background.  The  varnish  is  a  natural  resin. 
The  lighter-toned  background  was  o\-erpainted  prexiousl)-.  Most 
of  the  overpaint  was  remov'ed  when  Museum  consen  ation  staff 
treated  the  painting  in  1995.  Remaining  o\  erpaint  and  paint  abra- 
sion were  retouched  also  at  this  time. 

Provenance 

(Grand  Central  Galleries,  New  York);  Albert  R.  and  Mabel  N. 
Jones,  Kansas  City,  Mo.;  to  NAMA,  1952. 

Exhibition 

Museum  of  Fine  Arts,  St.  Petersburg,  Fla.,  The  Lure  of  Egypt: 
Land  of  the  Pluiraohs  Revisited,  10  Januaiy-9  June  1996,  no.  31. 

Reference 

Jennifer  Hardin,  l^he  Lure  of  Egypt:  Laiul  of  the  Pharaohs  Revis- 
ited, exh.  cat.  (St.  Petersburg,  Fla.:  Museum  of  Fine  Arts,  1996), 
13-14,  23. 
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Frederic  Remington  (1861-1909) 

Teaching  a  Mustang  Pony  to  Pack  Dead  Game,  c.  1890  + 

Oil  on  cajivas 

2o'4  X  3o'/i  in.  (51.4  X  76.8  cm) 
Signed  lower  right:  —  REMINGTON 

Purchase:  acquired  through  the  generosity  of  the  Union  Pacific 
Foundation,  F86-19 

Technical  Notes 

The  fine,  tightly  wo\'en,  plain-weave  canvas  has  numerous  slubs 
and  irregularities  and  has  been  lined  using  a  wax-based  adhesive. 
The  tacking  margins  are  intact,  indicating  that  the  dimensions 
are  original.  Remington  appears  to  have  applied  thin,  black  paint 
strokes  to  define  the  horizon,  figures,  horses,  and  shadows.  A  few 
of  these  paint  strokes  are  \/isible  in  the  final  composition.  Reming- 
ton rendered  the  painting  with  shades  of  opac^ue,  gray,  pastelike 
paint.  Overall  the  composition  is  thinh'  and  loosely  rendered,  and 
the  cream-colored  ground  remains  visible  in  man\'  places.  Infrared 
refiectography  and  fiiintly  visible  underlying  paint  strokes  indicate 
that  Remington  raised  the  central  horse's  proper  left  ear.  A  few 
localized,  predominantly  vertical,  mechanical  ci-acks  have  devel- 
oped overall.  The  canvas  weave  is  pronounced  and  a  few  areas  of 
impasto  are  flattened  slightly  as  a  result  of  the  lining  technique.  A 
small  amount  of  residual  yellowed  varnish  appears  in  the  interstices 
of  the  paint.  The  synthetic  varnish  seems  to  be  in  good  condition. 
A  small  amount  of  fine  retouch  is  scattei-ed  throughout,  and  a  thin 
vertical  band  of  retouch  is  present  on  the  upper  left  edge. 

Provenance 

(Anderson  Auction  Company,  New  York,  20  May  1908,  lot  35  [as 
Training  the  Mnstanci})-  Mr.  Eakin;  to  (Parke-Bernet  Galleries, 
New  York,  3-4  Februaiy  1956,  lot  269  [as  Tlie  Training  Period])- 
to  (Emmanuel  Jay  Rousuck,  New  York);  William  Cannon  Eppler, 
New  York;  to  family  of  William  Cannon  Eppler,  by  descent;  to 
(Purnell  Galleiy,  Baltimore);  to  (Ira  Spanierman  Galleiy,  New 
York,  1985);  to  NAMA,  1986. 


Related  Work 

Teaching  a  Mustang  Pony  to  Pack  Game,  c.  1890,  wood  engraving, 
Haiyer's  Weekhj  34  (16  August  1890),  632. 

References 

"Teaching  a  Pony  to  Pack  Game,"  Haqoer's  Weekhj  34  (16  August 
1890),  632,  634;  Anderson  Auction  Company,  New  York,  20  May 
1908,  lot  35  (as  Training  the  Mustang);  E.  Douglas  Allen,  "Frederic 
Remington — Author  and  Illustrator:  A  List  of  His  Contributions  to 
American  Periodicals,"  Bulletin  of  the  Neic  York  Public  Library 
49  (December  1945),  906;  Parke-Bernet  Galleries,  New  York, 
3-4  February  1956,  lot  269  (as  The  Training  Period);  Hemy  Adams, 
"Remington  Painting  Added  to  Collection,"  Calendar  of  Events 
(Nelson-Atldns  Museum  of  Art),  Februaiy  1987,  1-2;  NAMA 
1991,  5,  113-14;  NAMA  1993a,  239  (as  Teaching  a  Mustang  Pony 
to  Pack  Game);  Peter  H.  Hassrick  and  Melissa  J.  Webster,  Fred- 
eric Remington:  A  Catalogue  Raisonne  of  Paintings,  Watercolors 
and  Drawings  (Cody,  Wyo.:  Buffalo  Bill  Historical  Center,  1996), 
1:332,  CD-ROM,  no.  1061. 


Frederic  Remington  (1861-1909) 

Hostiles  Watching  the  Column,  c.  1896-97  t 
{TJie  Scout) 

Oil  on  canvas 

25  X  27'/t  in.  (63.5  X  69.2  cm) 

Signed  lower  light:  Frederic  Renu'ngton  — 

Cift  of  the  Newhouse  Galleries,  :32-i2 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  numerous  slubs  and 
irregularities  and  is  unlined.  The  tacking  margins  are  intact,  indicat- 
ing that  the  dimensions  are  original.  A  small  canvas  patch  adhered 
to  the  back  of  the  canvas  suggests  the  presence  of  a  repaired  tear 
or  puncture  on  the  obverse,  at  the  center  of  the  left  edge.  The 
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opaque,  light  gray  ground  was  commercially  applied.  Remington 
appears  to  ha\'e  underpainted  the  foreground  wdth  an  opaque, 
medium  pink  paint,  and  an  opaque,  light  pink  paint  may  have  been 
applied  beneath  the  sl<)/.  Infrared  reflectography  reveals  a  few  dai-k 
paint  strokes  that  mav  relate  to  an  underdra\\'ing.  Under  nonual 
hghting  conditions  and  with  nragnification,  a  few  fine  red  outlines 
are  visible  beneath  the  paint  at  the  outer  edges  of  the  horse,  fig- 
ure, and  shadow.  Remington  rendered  the  painting  directly  with 
opaque,  relatively  fluid,  pastelike  paint.  Thick  paint  in  the  underly- 
ing paint  layer  suggests  that  Remington  ma\'  ha\  e  initialK'  painted 
a  smaller  saddle.  There  appears  to  be  a  small  amount  of  residual 
yellow  varnish  in  the  interstices  of  the  paint,  especially  along  the 
top  edge.  The  overlying  varnish  is  probably  synthetic. 

Provenance 

(Newhouse  Galleries,  New  York);  to  NAMA,  1932. 
Exhibitions 

Winfield  High  School,  Kans.,  19  October-14  November  1936, 
no  cat.;  Municipal  Auditorium,  Kansas  City,  Mo.,  ["Exhibition  in 
Conjunction  with  the  Consumers  Cooperative  Association's  30th 
Annual  Meeting"],  2-5  December  1958,  no  cat.;  Mulvane  Art 
Center,  Washburn  Universit}-,  Topeka,  Kans.,  Kansas  Centcnuiial 
Historical  Art  Exhibition,  29  Januaiy-28  March  1961,  no.  37;  Mis- 
souri Pavilion,  New  York  ^Vork^s  Fair,  Missouri  Cultural  Exhibit, 
12  March  1964-10  November  1965,  no  cat.  (as  The  Scout). 

References 

Frederic  Reiuington,  Drawings  (New  York:  R.  H.  RusseU;  Lon- 
don: Lawrence  &  Bullen,  1897),  unpaginated;  Margaret  Fitzhugh 
Brovvme,  "Frederic  Remington  s  Wild  West  Comes  East,"  Boston 
Evening  Transcript,  4  August  1923,  Magazine  sec,  i;  Merle  John- 
son Collection,  Reproductions  from  the  Work  of  Frederic  Kens- 
ington (New  York:  New  York  Public  Libraiy,  1930),  8:97;  "The 
Acquisitions,"  Art  Digest  8  (1  December  1933),  28  (as  TJie  Scout); 
"The  WiUiam  Rockhill  Nelson  Gallery  of  Art:  Complete  Catalogue 
of  Paintings  and  Drawings,"  Art  News  32  (9  December  1933),  28; 
NAMA  1933,  138  (as  The  Scout);  "Liberal  with  Art,"  Kansas  City 
Star,  1  January  1936,  8  (as  Tlie  Scout);  NAMA  1940,  25  (as  The 
Scout);  NAMA  1941,  166  (as  The  Scout);  Helen  L.  Card  CoUec- 
tion,  Frederic  Remington:  Artist  Historian  of  the  Old  West  (New 
York:  Metropohtan  Musemu  of  Art,  c.  1944),  5:  unpaginated;  Har- 
old McCracken,  Frederic  Remington:  Artist  of  the  Old  West  (Phil- 
adelphia: J.B.  Lippincott  Co.,  1947),  145;  NAMA  1959,  257  (as 
The  Scout);  Kansas  Centennial  Historical  Art  Exhibitio)i,  exh.  cat. 
(Topeka,  Kans.:  Mulvane  Art  Center,  Washburn  University,  1961), 
unpaginated  (as  The  Scout);  "Missouri  Cultural  E.xhibit  Features 
Missouri  Aitists  and  Missouri  History  at  New  York  World's  Fair," 
Missouri  Historical  Review  58  (July  1964),  481  (as  The  Scout); 
Chde  HoUmann,  Five  Artists  of  the  Old  West  (New  York:  Hastings 
Flouse,  1965),  91  (as  The  Scout);  Marta  Jackson,  ed..  The  Illustra- 
tions of  Frederic  Remington  with  a  Commentarij  by  Owen  Wister 
(New  York:  Bounty  Books,  1970),  177;  Hemy  C.  Pitz,  Frederic 


Remington:  ly^Drawings  and  Illustrations  (New  York:  Dover  Pub- 
lications, 1972),  xi,  no.  27;  NAMA  1973,  254  (as  The  Scout);  Ross 
E.  Taggart,  "American  Paintings  in  the  Nelson-Atkins  Museum  of 
Art,  Kansas  Cit\',  Missouri,"  Anfic/!/es  122  (November  1982),  1031, 
1039  (as  The  Scout);  NAMA  1991,  114-15;  Claes  Oldenburg  and 
Coosje  van  Bruggen,  Large-Scale  Projects  (New  York:  Monacelli 
Press,  1994),  552;  Peter  H.  Hassrick  and  Melissa  J.  Webster,  Fred- 
eric Remington:  A  Catalogue  Raisonne  of  Paintings.  Watercolors 
and  Drawings  (Cody,  Wyo.;  Buffalo  BiU  Historical  Center,  1996), 
2:609,  CD-ROM,  no.  2179. 


William  Trost  Richards  (1833-1905) 
St.  John's  Head,  Hoy,  Orkneys,  c.  1892 

Oil  on  fil)erl)()ar(l 

8/s  X  i5''yi6  ill.  (22.5  X  40.5  cm) 

Signed  lower  right:  W"  T  Richard.s 

Presented  by  the  National  Academy  of  Design  from  the 

Mrs.  William  T.  Brewster  Bequest,  81-43/1 

Technical  Notes 

Richards  applied  a  thin,  opaque,  light  gray  paint  layer  to  the  panel 
overall.  A  graphite  underdrawing  appears  beneath  the  paint  layer. 
The  lower  cliff  was  originalK'  \vider  than  it  appears  on  die  paint 
surface.  Richards  painted  direct!)'  with  thin,  fluid  paint.  The  var- 
nish is  svmthetic  and  appears  to  l)e  discolored.  Remnants  of  what 
maybe  an  earlier  signature,  possibly  in  an  ink  medium,  are  present 
at  the  lower  left. 

Provenance 

To  Anna  Richards  (Mrs.  William  Tenney)  Brewster  (daughter 
of  the  artist);  to  the  National  Academy  of  Design,  New  York,  by 
bequest,  1952;  to  NAMA,  1953. 

Exhibition 

Charles  LL  MacNider  Museum,  Mason  City,  Iowa,  igth-Coitury 
American  Arts  and  Crafts:  Selections  f'ont  ihe  Collections  of  the 
Nelson  Gallery-Atkins  Museum,  17  August-14  September  1975, 
no  cat. 
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Theodore  Robinson  (is52-1896) 
The  Duck  Fond,  c.  1888-93  -f 

Oil  on  canvas 

25'/s  X  32^16  in.  (65.7  X  81.8  cm) 

Signed  lower  left:  Tli  Robinson;  inscribed  on  verso  left:  N"  4 
Pnrchase:  Nelson  Trnst,  3,3- h)3 

Technical  Notes 

The  plain-weave  canvas,  which  j-etains  its  original  dimensions,  is 
strip-Uned  using  BEVA  fihn  adhesive  and  hnen  fabric  strips.  A 
thin,  opac^ue,  off-white  ground  layer  was  commercial^  applied; 
it  remains  visible  throughout  the  composition,  especially  in  the 
water.  The  landscape  was  painted  directly  with  thin,  fluid  ai'cas 
and  thick,  diy,  pastelike  impasto.  A  small  amount  of  retouch  is 
scattered  throughout.  During  treatment  in  1990,  a  discolored  natu- 
ral resin  varnish  was  removed,  paint  losses  were  retouched,  edges 
were  flned,  and  a  synthetic  varnish  was  apphed. 

Provenance 

(G.H.  Ainslie,  New  York);  to  (R.C.  Vose  Galleries,  Boston,  1922); 
to  NAM  A,  1933. 

Related  Works 

Group  of  Ducks,  c.  1891,  photograph  with  drawn  grid,  pri\  ate  col- 
lection; Duck  Pond  c.  1S91,  oil  on  canvas,  18  x  22  in.  (45.7  x 
55.9  cm),  private  collection. 

Exhibitions 

Akron  Art  Institute,  Ohio.  Loan  Exiiibilioit  of  F(iinlin<^s  Selected 
from  the  Collection  of  Messrs.  R.C.  and  N.M.  Vo.se  of  Boston, 
19  October-13  November  1923,  no.  48;  Columbus  Crallenof  Fine 
Arts,  Ohio,  Paintuios  by  Old  and  Modern  Masters,  April  1924, 
no.  33;  Robert  C.  Vose  Galleries,  Boston,  Exhibition  of  Master- 
tcorks  hij  Lcadi)u^  American  Artists  to  Open  the  Netc  Galleries  (f 
Robert  C.  Vose,  26  Mav-June  1924,  no.  20;  Robert  C.  Vose  Gal- 
leries, Boston,  Exhibition  of  Mastenvorks  by  Deceased  American 


Artists,  13-31  May  1929,  no.  ii;  Robert  C.  Vose  Galleries,  Boston, 
and  the  Biltmore  Salon,  Los  Angeles,  ["Exhibition  of  Paintings  at 
Biltmore  Salon,  Los  Angeles"],  15  Eebruaiy-31  March  1930,  no 
cat.;  Brooklvn  Museum,  N.Y. ,  Exhibilio]i  (fPah}ti)}^s  by  American 
I)n])ressionisls  and  Other  Artists  of  the  Period,  1880-igoo,  18  Jan- 
uai-v-28  Februaiy  1932,  no.  77;  Montclair  Art  Museum,  N.J., 
with  Macbeth  Cralleiy,  New  York,  Forty  Years  of  American  Paint- 
in(^,  1-29  Jamiaiy  1933,  no.  23;  Kansas  City  Art  Listitute,  Mo., 
1939;  Brooklyn  Museum,  N.Y.,  Theodore  Robinson,  i8s2-i8g6, 
12  No\'ember  1946-5  Januaiy  1947,  no.  57;  American  Eederation 
of  Arts,  New  York,  American  Impressionists:  Two  Generations, 
1  October  1963-31  Mav  1965  (traveled),  no  cat.;  National  Gal- 
leiy  of  Art,  Washington,  D.C.,  American  Impressionist  Paintin^^ 
1  Julv  1973-10  May  1974  (traveled),  no.  50;  Baltimore  Museum 
of  Art,  /)/  Monet's  Li^i^ht:  Theodore  Robinson  at  Giverny,  17  Octo- 
ber 2004-4  September  2005  (Baltimore  Museum  of  Art  only), 
no.  12. 

References 

Loa]\  Exhibition  of  Paintin^is  Selected  from  die  Collection  of 
Messrs.  R.C.  and  N.M.  Vose  of  Boston,  exh.  cat.  (Akron,  Ohio: 
Akron  Art  Institute,  1923),  unpaginated;  E.  G.  Sherburne,  "Boston- 
ians  Admire  New  Vose  Galleries,"  Art  News  22  (31  May  1924),  3; 
Paintings  by  Old  and  Modern  Masters,  exh.  cat.  (Columbus,  Ohio: 
Columbus  Galleiy  of  Eine  Arts,  1924),  unpaginated;  Exhibition  of 
Maslerworks  by  Leading  American  Artists  to  Open  the  New  Gal- 
leries of  Robert  C.  Vo.se,  exh.  cat.  (Boston:  Robert  G.  Vose  Galleries, 
1924),  unpaginated;  Albert  Franz  Cochrane,  "Dignity  of  American 
Art,"  Bo.ston  Evening  Transcript,  18  May  1929,  7  (as  Duck  Farm); 
"The  Crimson  Gown,"  Boston  Sunday  Po.st,  19  May  1929,  D8; 
Exhibition  of  Mastenvorks  by  Deceased  American  Artists,  exh.  cat. 
(Boston:  Robert  C.  Vose  Galleries,  1929),  unpaginated;  "Ameri- 
can Impressionists,"  New  York  Herald  Tribune,  24  Januan-  1932, 
sec.  7,  9;  Exhibitio)}  of  Pai)itin^^s  by  American  Impressionists  aiul 
Other  Artists  of  the  Period,  1880-igoo,  exh.  cat.  (Brookhm,  N.Y.: 
Brooklvn  Museum,  1932),  unpaginated;  "The  Ac(}uisitions,"  Art 
Digest  8  (1  December  1933),  22;  "The  William  Rockhill  Nelson 
Gallery  of  Art:  Complete  Catalogue  of  Paintings  and  Drawngs," 
Art  Neivs  32  (9  December  1933),  28;  Forty  Years  of  American 
Painti)i<i,  e.xh.  cat.  (Montclair,  N.J.:  Montclair  Art  Museimi,  1933), 
unpaginated;  NAMA  1933,  138;  "American  Landscape  Paintings," 
News  Flashes  (William  Rockhill  Nelson  Galleiy  of  Ari  and  Maiy 
Atkins  Museum  of  Eine  Arts)  5  (June  1939),  2;  NAMA  1941.  166; 
Jo  Gibbs,  "Brookhm  Honors  Memon'  of  Theodore  Robinson, 
Impressionist,"  Art  Di^csi  21  (15  November  1946),  9;  John  I.H. 
Bauer,  Theodore  Robinson,  i8s2-i8g6,  exh.  cat.  (BrookKm,  N.Y.: 
Brooklvm  Museum,  1946),  61,  pi.  17;  NAMA  1959,  257;  Florence 
Lewison,  "Theodore  Robinson  and  Claude  Monet,"  Aj)ollo  78 
(September  1963),  211;  Theodore  Robinson,  American  Imj)ression- 
i.st  {i8s2-i8g6),  exh.  cat.  (New  York:  Kennedy  Galleries,  1966), 
13;  NAMA  1973,  254;  Moussa  M.  Domit,  A;/ic^nVY/)i  Impressioni.st 
Paintino^  exh.  cat.  (Wa,shington,  D.C.:  National  Galleiy  of  Art, 
1973),  115;  NAMA  1991,  126;  NAMA  1993^^-  239;  Glenn  McNatt, 
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"Seeing  the  Light:  American  Impressionist  Theodore  Robinson 
Long  Relegated  to  Monet's  Shadow,  Desen'es  the  Attention  He's 
Getting  from  the  BMA,"  Sun  (Baltimore),  16  October  2004,  iD; 
"The  Impressionist  Paintings  of  Theodore  Robinson,"  Ai}f/(/»es  6 
Auction  News,  3  December  2004,  i;  Sona  Johnston,  h}  Monet's 
LU^ht:  Theodore  Robinson  at  Give  my,  e\h.  cat.  (Baltimore: 
Baltimore  Museum  of  Art;  London:  Philip  Wilson  Publishers, 
2004),  101,  132. 


Provenance 

To  Lycoming  Hotel,  Williamsport,  Pa.;  to  (Roan,  Cogan  Station, 
Pa.,  1969);  to  private  collection,  W'iUiamsport,  Pa.,  c.  1980;  to 
(Hirschl  &  Adler  Galleries,  New  York,  1991  [as  Double-tiered  Still 
Life  ofFniit]);  to  NAMA,  1991. 

Exhibition 

Lycoming  Hotel,  Williamsport,  Pa.,  ["Exhibition  of  Roesen's  Paint- 
ings"], 29  April  1962,  no  cat. 


SeVERIN  ROESEN  (C.  L8L5-1S72) 

Two-Tiered  Stdl  Life  wit]}  Fruit  and  Sunset  Landscape, 
c.  1867  -f 

{Still  Life-  Fruit  [Two  Tiered]) 

Oil  oil  canx  as 

36'/i  X  5o'/i  in.  (92.1  x  127.6  cm) 
Signed  lower  center: 

Purchase:  acquired  tlirough  the  bequest  of  Doroth)'  K.  Rice,  F91-58 


References 

Richard  B.  Stone,  "'Not  Quite  Forgotten':  A  Study  of  the  Williams- 
port Painter,  S.  Roesen,"  Lijcomina  Historical  Society  Proceedings 
and  Papers  9  (November  1951),  33;  "Had  Hung  at  Lycoming: 
Roesen  Paintings  Sold  by  Hotel,"  Williamsport  (Pa.)  Newspaper, 
March  1969,  clipping,  NAMA  curatoiial  files;  William  H.  Gerdts, 
"The  Influence  of  Ruskin  and  Pre-Raphaelitism  on  American  Still- 
Life  Painting,"  American  Aii:  Journal  1  (Fall  1969),  94  (as  SY;7/ 
Life);  WiUiam  H.  Gerdts  and  Russell  Burke,  American  Still  Life 
Painting  (New  York:  Praeger,  1971),  115,  120,  246  (as  Still  Life); 
Alice  Thorson,  "Eden's  Bount)':  Nelson  Bu\'s  Still  Life  of  Ameri- 
can Abundance,"  Kansas  City  Star,  26  November  1992,  Gi,  Gio; 
Margaret  C.  Conrads,  "Masterful  American  Still  Life  joins  Col- 
lection,"  Calendar  (Nelson-Atkins  Museum  of  Art),  November 
1992,  1-2;  Judith  Hansen  O'Toole,  Severin  Roesen  (Lewisburg, 
Pa.:  Bucknell  Uni\'ersit)'  Press,  1992),  44.  pi.  22,  134  (as  Fruit  [two 
tiered]);  NAMA  1993a,  50,  234  (as  Two-Tiered  Still  Life). 


Technical  Notes 

The  original  unlined  and  plain-weave  canx-as  is  attached  to  its 
original  stretcher.  The  tacking  margins  are  intact,  indicating  that 
the  dimensions  are  original.  The  thin,  opac^ue,  beige  ground  layer 
was  commercially  applied.  Graphite  lines  relating  to  the  bottom 
tier  of  fruit  and  the  top  of  the  watermelon  can  be  seen  under 
normal  lighting  conditions.  Infrared  reflectography  reveals  a  few 
graphite  lines  that  loosely  position  the  fruit  and  bowls  within  the 
composition.  Straight  horizontal  lines  mark  the  marble  tiers.  The 
still  life  was  indirectK'  painted  using  thin  and  fluid  opa(|ue  paint 
and  transparent  and  semitransparent  glazes.  Roesen  used  a  range 
of  techniques  to  apply  his  paint,  including  low  impasto  and  stip- 
pling. Minute  details  were  painted  with  a  fine  brush.  The  painting 
was  treated  and  partiallv  cleaned  in  1961.  Museum  conservation 
staff  treated  the  painting  in  1991,  when  old  varnish,  retouch,  and 
surface  grime  were  removed.  Patches  were  removed,  tears  were 
mended,  new  retouch  was  added,  and  a  layer  of  mastic  varnish  was 
appUed  during  this  treatment. 
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James  N.  Rosenberg  (i874-1970) 

Adirondack  Cloudburst ,  1946 
{Slanting  Rain) 

Oil  on  canvas 

25  X  31  in.  (63.5  X  78.7  cm) 

Signed  with  monogram  and  dated  lower  left;  46; 
signed,  dated,  and  inscribed  on  verso  top: 
J  N  ROSENBERG  1946  /  ADIRONDACK  CLOUDBURST 
Gift  of  James  N.  Rosenberg,  51-3 

Technical  Notes 

The  canvas  is  a  plain-weave  fabric,  and  its  dimensions  are  original. 
The  opaque,  off-white  ground  layer  was  comniercially  applied. 
Rosenberg  appears  to  have  applied  a  mediuni-toned,  semitranspar- 
ent,  bright  green  impriniatura  overall.  The  landscape  was  painted 
directly  with  prominent  bmshwork  and  a  few  incised  lines.  The 
paint  ranges  from  thin  and  fluid  to  thick  and  pastelike.  Its  varnish, 
which  appears  to  be  a  natural  resin,  is  discolored. 

Provenance 
To  NAMA,  1951. 

Exhibitions 

Kansas  Free  Fair,  Topeka,  8-14  September  19,51,  no  cat.;  Detroit 
Institute  of  Arts,/rt/?ies'  N.  Rosenberg,  3-29  October  1961,  no.  13; 
Kansas  City  PubHc  Libraiy,  Kans.,  July-August  1968,  no  cat. 

References 

James  N.  Rosenberg,  Painter's  Self-Portrait  (New  York:  Crown, 
1958),  153  (as  Slanting  Rain);  NAMA  1959,  257;  James  N.  Rosen- 
berg, exli.  cat.  (Detroit:  Detroit  Institute  of  Arts,  1961),  unpaginated; 
James  N.  Rosenberg,  Unfinished  Business:  James  N.  Rosen- 
berg Papers,  ed.  Mtixwell  Geismar  (Mamaroneck,  N.Y.:  Vincent 
Marasia  Press,  1967),  260  (as  Slanting  Rain);  NAMA  1973,  254. 


AnDREE  RUELLAN  (1905-2006) 

Mountain  Laurel,  1930/37 
{Still  Life) 

Oil  on  canvas 

2(S  X  24 '/s  in.  (71.1  X  61.3  cm) 
Signed  lower  left:  Andree  Ruellan 

Gift  in  memoiv  of  Almaretta  Morgan  bv  Xh  stic  Tie  Lodge  No.  79, 
Degree  of  Honor  Protective  Association,  37-42 

Technical  Notes 

The  can\-as  is  a  plain-weave  fabric.  The  extension  of  the  painted 
sui-face  to  all  four  tacking  edges  indicates  the  dimensions  have 
been  reduced,  likely  by  the  artist.  A  thin,  opaque,  off-white  ground 
layer  was  probablv  commercially  applied.  Ruellan  painted  directh' 
with  fluid  paste  paint,  low  impasto,  prominent  brushwork,  and 
thick  multiple  layers.  The  background  appears  to  be  oveqoainted. 
Museum  consemition  staff  treated  the  painting  in  1992,  when  sur- 
face o;rime  and  a  discolored  natural  resin  \'arnish  were  removed; 
the  stretcher  was  expanded  slightly  to  increase  the  can\-as  tension. 
The  painting  also  received  a  new  layer  of  \  arnish  at  this  time. 

Provenance 

(Walker  Galleries,  New  York,  by  1937);  to  NAMA,  1937. 
Exhibitions 

Weyhe  Gallery,  New  York,  Andree  Ruellan,  9-28  Februan-  1931, 
no.  6;  possiblv  Walker  Galleries,  New  York,  Andree  Ruellan,  2-23 
March  1937,  no.  11  (as  Still  Life);  Walker  Galleries,  New  York, 
Second  Anniversary  ExJuhition,  November  1937,  no  cat.;  probably 
Collectors  of  American  Art,  New  York,  Third  Exhibition:  Paintings 
and  Watercolors,  6  April-6  May  1938,  no.  3;  William  Rockliill  Nel- 
son Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Mo.,  ["Exliibition  of  Flower  Paintings"],  17-25  May  1950,  no 
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cat.;  Georgia  Museum  of  Art,  Universit)'  of  Georgia,  Athens,  Anclree 
RiicUaiu  30  Januaiy  1992-31  October  1993  (tra\x4ed),  no.  9. 

References 

Edward  A.  Jewell,  "Andree  Ruellan  Shows  Work,"  New  York  Times. 
10  Februaiy  1931,  14;  Margaret  Breuning,  "Paintings,  Prints, 
Sculptures,  Drawings  Included  on  Week's  Art  Calendar,"  New  York 
Evenino  Post,  14  Februaiy  1931.  D5;  "After-Thoughts:  Concern- 
ing the  Australians  and  Some  One-Man  Shows,"  New  York  Times, 
15  Februai-v  1931,  116;  Andree  Riiellan,  exh.  cat.  (New  York: 
Weyhe  GalleiT,  1931),  unpaginated;  "Four  Group  Exhibitions," 
New  York  Times,  14  November  1937,  191:  possibly  An  r/r£%  Ruellan, 
exh.  cat.  (New  York:  Walker  Galleries,  1937),  unpaginated  (as  Still 
Life)-  "Gift  to  Nelson  Galleiy,"  K^insas  Cifij  Journal-Post,  29  April 
1938.  12;  "American  Painting  Given  Nelson  Galleiy,"  Kansas  City 
Journal-Post,  1  May  1938,  9B;  "Masteipiece  of  the  Month,"  Neics 
Flashes  (William  Rockliill  Nelson  Galleiy  of  Art  and  Mai")'  Atkins 
Museum  of  Fine  Arts)  4  (1  May  1938),  2;  "Kansas  City.  Gift  of  a 
Painting  to  the  W.  R.  Nelson  Galleiy"  Art  News  36  (14  Mav  1938), 
19-20;  probably  Tliird  Exhibition:  Painti)}^s  and  Watercolors,  exh. 
cat.  (New  York:  Collectors  of  Amei-ican  Art,  1938),  unpaginated; 
"A  Ruellan  in  Memoriam,"  Art  Di<i,est  12  (1  June  1938),  7;  NAMA 
1940,  25;  NAMA  1941,  166;  H.  H.  A.,  "'Mountain  Laurel':  A  Paint- 
ing by  Andree  Ruellan,"  Christian  Seience  Moiiitor,  9  March  1942, 
8;  Winifred  Shields,  "Painter's  Techni(|ue  a  Key  to  Revealing  His 
IdentitA^"  Kansas  City  Star,  12  May  1950,  18;  Winifred  Shields, 
"A  Special  Collection  of  Works  Is  Growng  at  Nelson  Galleiy," 
Kcnisas  Citij  Star,  19  May  1950,  28;  "Flower  Paintings,"  Gallery 
News  (William  Rockhill  Nelson  Galleiy  of  Art  and  Mary  Atkins 
Museum  of  Fine  Arts)  16  (May  1950),  unpaginated;  NAMA  1959, 
257;  NAMA  1973,  254;  Andree  Ruellan,  exh.  cat.  (Athens:  Georgia 
Museum  of  Art,  University  of  Georgia,  1993),  16-17,  50,  74. 


Kay  Sage  (1898-1963) 
Too  Soon  for  T] Hinder,  1943  -f 

Oil  on  canvas 

28!/i6  X  36  in.  (71. :3  x  91.4  cm) 

Signed  and  datctl  lower  left:  Kay  Sage  '43 

Bequest  of  the  artist,  64-36 

Technical  Notes 

The  coarse,  somewhat  open,  plain-wea\'e  canvas  is  unlined.  The 
painted  picture  surface  does  not  continue  to  the  intact  tacking 
edges,  indicating  that  the  dimensions  are  original.  The  can\  as  was 
ccjmmercialK-  primed  with  a  thin,  opac^ue,  off-white  ground,  o\'er 
which  Sage  mav  have  apphed  an  opac^ue,  medium  gray  impri- 
matura.  Infrared  reflectography  (IRR)  re\'eaLs  a  few  black  paint 
strokes  associated  with  an  underdrawing.  The  composition  was 
thinlv  painted  overall  and  the  texture  of  the  canvas  is  prominent. 
The  consistency  of  the  paint  is  thin  and  fluid.  IRR  re\'eals  that 
Sage  slightly  reduced  both  the  rounded  shape  on  the  top  of  the 
tallest  vertical  form  on  the  left  side  and  die  pvTamidlike  shape  on 
the  right  side  in  die  distance.  A  thin  preparatoiy  wash  just  above 
the  landscape  on  the  right  side,  visible  with  IRR,  suggests  that 
Sage  initially  planned  to  paint  a  mountainous  shape  in  this  loca- 
tion. There  is  minor  paint  abrasion  on  the  outermost  edges.  The 
varnish,  which  is  probably  s)  nthetic,  has  a  high  sheen. 

Provenance 

To  estate  of  the  artist;  to  NAMA,  1964. 
Exhibitions 

Colorado  Springs  Fine  Arts  Center,  New  Accessions  USA,  7  July- 
18  September  1966,  no.  29;  Kansas  Union  Galleiy,  Universit}-  of 
Kansas,  Lawrence,  The  Ai~t  of  Women:  A  Panorama  of  Achieve- 
ment, 7-26  November  1974,  no  cat. 

References 

New  Accessions  USA,  exh.  cat.  (Colorado  Springs:  Colorado  Springs 
Fine  Arts  Center,  1966),  unpaginated;  NAMA  1973,  254;  Donna 
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Bachmann,  "Hidden  Treasures  by  Women  at  die  Nelson,"  Fonim, 
Summer  1983,  16;  Judith  D.  Suther,  A  House  of  Her  Own:  Kaij 
Sage,  Solitary  Surrealist  (Lincoln:  Universit)/  of  Nebraska  Press, 
1997),  107-8,  110  (as  Too  Late  for  Thunder),  pi.;  Jonathan  Stuhl- 
man,  "Kay  Sage's  Influence  on  Yves  Tanguy's  Art  of  the  1940s," 
M.A.  thesis.  School  of  the  Art  Institute  of  Chicago,  1998,  vi,  24, 
46-47,  54,  99;  NAMA  1993a,  222;  Hsiu-Li  Kuo,  "The  Solitaiy 
Notations,"  Ph.D.  diss..  University  of  Wollongong,  AustraUa,  2004, 
36,  [134],  fig.  16. 


SVEN  BiRGER  SaNDZEN  (1871-1954) 

The  Great  Peak  (Longs  Peak),^  1938  + 
(Longs  Peak,  Colorado) 

Oil  on  canvas 

40V8  X  48'/s  in.  (101.9  X  122.2  cm) 

Signed  and  dated  lower  right;  Birger  Sandzen  /  19,38 

Gift  of  Mrs.  Massey  Holmes  in  memory  of  her  husband,  ,38-10 

Technical  Notes 

The  coarse,  plain-weave  canvas  is  unlined  and  was  commercially 
primed  with  an  opaque,  off-white  ground.  The  stretcher  is  original, 
and  the  dimensions  have  not  been  altered.  Infrared  reflectography 
was  unable  to  penetrate  the  thick  paint  layers,  but  high  magnifica- 
tion reveals  some  graphite  or  charcoal  between  some  brushstrokes, 
suggesting  the  presence  of  an  underdrawng.  Sandzen  painted  the 
landscape  directly,  wet  into  wet,  with  thick,  pastelike  paint.  He 
intentionally  created  sharp  peaks  in  the  stippled,  high  impasto. 
Brushwork  is  prominent  thi-oughout.  The  texture  of  the  canvas 
weave  is  visible  in  a  few  thinly  painted  areas.  The  painting  is  in 
excellent  condition,  although  a  few  localized  mechanical  cracks 
have  formed  and  some  of  the  thin,  high  points  of  impasto  have 
broken  off.  A  slight  undulation  of  the  canvas  is  visible  at  the  top 
and  bottom  edges.  A  few  minor  paint  losses  are  visible  near  the 
edges  of  the  composition.  Museum  conservation  staff  treated  the 


painting  in  2006,  at  which  time  a  heavy  layer  of  surface  grime  was 
removed. 

Provenance 

To  Ethel  Greenough  (Mrs.  Massey)  Holmes,  Kansas  City,  Mo., 
1938;  to  NAMA,  1938. 

Related  Works 

Sketch  of  Longs  Peak,  23  July  1937,  pencil  on  paper,  Greenough 
Trust  Collection,  Birger  Sandzen  Memorial  Gallery,  Lindsborg, 
Kans.;  The  Great  Peak  (Longs  Peak),  1937,  ofl  on  cam'as,  22  x  28  in. 
(55.9  X  71.1  cm),  private  collection. 

Exhibition 

Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Bingham  to  Ben- 
ton: The  Midwest  as  Muse,  5  Eebruaiy-31  July  200,5,  no  cat. 

References 

"'Long's  Peak,'  by  Birger  Sandzen,  to  Nelson  Galleiy"  Kansas 
City  Journal-Post,  2  March  1938,  14  (as  Long's  Peak,  Colorado); 
"A  Brifliant  Colorado  Scene  by  Birger  Sandzen  Is  Given  to  the 
Art  Galleiy — Works  of  Adolf  Dehn  Attract  Much  Attention,"  Kan- 
sas City  Star,  4  March  1938,  28  (as  Longs  Peak,  Colorado);  Luigi 
Vaiani,  ed.,  "In  the  Art  World:  Mrs.  Holmes'  Purchase  of  Sandzen's 
Picture  for  Gallery  and  Woodcut  Society's  Exhibition  at  Lighton 
Studio  Discussed,"  Kansas  City  Journal-Post,  6  March  1938,  4B 
(as  Longs  Peak,  Colorado);  "Art  Gift  to  Gallery,"  Kansas  City 
Times,  7  March  1938,  3  (as  Longs  Peak,  Colorado);  "Birger  Sand- 
zen Delights  Audience  with  Informal  'Chat"  at  Galleiy,"  [March 
1938],  clipping,  NAMA  curatorial  files;  "Sandzen  of  Kansas,"  Kan- 
sas City  Star,  10  March  1938,  D;  NAMA  1940,  23  (as  Longs  Peak, 
Colorado);  NAMA  1941,  166  (as  Longs  Peak,  Colorado);  NAMA 
1959,  257  (as  Longs  Peak,  Colorado);  NAMA  1973,  254  (as  Long's 
Peak,  Colorado);  NAMA  1991,  132-33  (as  Longs  Peak,  Colorado); 
Emory  Lindquist,  Birger  Sandzen:  An  Illustrated  Biography  (Law- 
rence: University  Press  of  Kansas,  1993),  42  (as  Long's  Peak),  pi.  4,5 
(as  Longs  Peak,  Colorado);  NAMA  1993a,  249  (as  Long's  Peak, 
Colorado);  Randall  R.  Griffey,  "Bingham  to  Benton:  The  Midwest 
as  Muse,"  American  Art  Beview  17  (April  2005),  100  (as  Long's 
Peak,  Colorado). 

Note 

1.  This  original  title  was  inscribed  by  the  artist  on  the  stretcher. 
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John  Singer  Sargent  (1856-1925) 

Oyster  Gatherers  Returning,  c.  1877  -f 
{Mussel  Gatherers) 

Oil  on  canvas 

ig'/s  X  24 '4  in.  (49.9  x  61.6  cm) 
Ciift  of  Mrs.  Louis  Sosland,  F77-36/1 

Technical  Notes 

The  tightly  woven,  lightweight  can\-as  has  been  lined  using  a 
glue-based  adhesive.  Beneath  the  lining  fabric,  fragments  of  fab- 
ric that  once  attached  another  canvas  to  the  stretcher  are  \'isible. 
Fragments  of  the  original  tacking  margin  on  all  four  edges  verify 
that  the  dimensions  ha\'e  not  been  altered.  The  canvas  was  com- 
mercially primed  with  a  thin,  opaque,  medium  grav  ground.  Sar- 
gent appears  to  have  applied  overlapping  layers  of  opaque  black, 
browi,  gray,  and  teal  underpainting  to  develop  the  composition. 
With  the  exception  of  the  teal  paint,  these  layers  remain  visible  in 
the  final  composition.  Sargent  rendered  the  painting  directlv  \\dth 
thin,  opaque,  medium-rich  paint  applied  wet  into  wet  and  loose, 
vigorous  brushwork.  He  also  applied  thin,  light-colored  scmnbles 
of  paint  to  the  foreground  and  skT,  allowing  underhdng  black  and 
brown  paint  to  show  through.  Mechanical  cracks  ha\'e  formed  an 
overall  craquelure  pattern  that  is  most  prominent  in  light-colored 
areas.  Several  wide  traction  ci'acks  are  present  in  the  sky.  A  spiral 
impact  crack  is  present  at  the  bottom  left  corner.  Museum  con- 
sen'ation  staff  treated  the  painting  in  2005,  at  which  time  grime 
and  vellowed  varnish  were  removed  and  mastic  varnish  was 
brushed  onto  the  surface.  Finallv,  areas  of  paint  abrasion  on  the 
bottom  and  lower  left  edges  and  prominent  traction  cracks  were 
retouched. 

Provenance 

To  Augiiste  Alexandre  Hirsch,  Paris,  c.  1877;  to  Mme  Hirsch 
(widow  of  Auguste  Alexandre  Hirsch),  Paris,  by  bequest,  1912;  to 
Raymond  BoUack  (nephew  of  Auguste  Alexandre  Hirsch),  New 
York,  by  descent;  to  (Parke-Bernet  Galleries,  New  York,  19  May 


1965,  lot  105  [as  Mussel  Gatherers]);  to  Louis  and  Rheta  A. 
Sosland,  Shawnee  Mission,  Kans.,  1965;  to  NAM  A,  1977. 

Exhibitions 

Sheldon  Memorial  Art  Gallei-v,  Universitv  of  Nebraska,  Lincoln, 
Paintings  and  Sculpture  from  the  CoUectioi}  of  Mr  aud  Mrs.  Louis 
Soslai}d,  17  September-i  December  1968  (traveled),  no.  133 
(Sheldon  Memorial  Art  Galleiy,  University  of  Nebraska,  Lincoln, 
as  Mussel  Gatherers)  and  no.  32  (Mulvane  Art  Center,  Washburn 
Uni\'ersity,  Topeka,  Kans.,  as  Mussel  Gatherers). 

References 

Parke-Bernet  Galleries,  New  York,  19  May  1965,  lot  105  (as  Mus- 
sel Gatherers);  Paiuiiw^  and  Sculpture  froni  tlie  Collection  of 
Mr  and  Mrs.  Louis  Sosland,  exh.  cat.  (Lincoln:  Sheldon  Memorial 
Art  Galleiy,  Universitv  of  Nebraska,  1968),  unpaginated  (as  i\f(/.s- 
sel  Gatherers);  Price  Profile  on  All  Works  bij  John  Singer  Sargent 
(Montclair,  N.J.:  Art  Reference  Galleiy,  1973),  iii,  13  (as  Mussel 
Gatherers);  John  Singer  Sargent:  His  Own  Work,  exh.  cat.  (New 
York:  Coe  Kerr  Galleiy  and  Wittenborn  Art  Books,  1980),  unpagi- 
nated (as  Mussel  Gatherers);  NAMA  1991,  124  (as  Mussel  Gather- 
ers); Richard  Ormond  and  Elaine  Kilmwrnxy,  John  Singer  Sargent: 
Cxnnplete  Paintings,  vol.  4,  Figures  and  Landscapes,  i8-/4-i882 
(New  Haven:  Yale  University  Press,  2006),  49,  86,  121,  387,  397. 


John  Singer  Sargent  (1856-1925) 
Stuchj  for  "Spanish  Dance,"  c.  1879-80  -f 

Oil  on  canvas 

■z^Vi  X  ig  in.  (72.4  x  48.3  cm) 

Signed  upper  right:  [olm  S.  Sargent 

Gift  ol  |nlia  and  Ilnmhert  Tinsnian.  F83-49 
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Technical  Notes 

The  original  fine,  tightlv  woven,  plain-weave  canvas  has  been  lined 
using  a  wax-based  adhesive,  rendering  the  canx'as  weave  more  pro- 
nounced. The  tacking  margins  have  been  ren^oved,  but  the  original 
cui-ves  of  the  outer  canvas  edges  remain  intact.  The  painted  pic- 
ture surface  does  not  continue  onto  these  edges,  indicating  that  the 
dimensions  are  original.  The  thin,  opaque,  light  gray  ground  was 
probably  applied  by  the  can\'as  manufacturer.  Sai-gent  appears  to 
have  applied  a  medium  browm  imprimatm-a  ovei-all,  and  it  remains 
visible  in  the  final  composition.  Under  normal  lighting  conditions, 
a  graphite  line  is  apparent  beneath  the  thin  paint  at  the  bottom 
edge  of  the  yellow  dress.  Infrared  reflectography  ]-e\'eals  additional 
faint  graphite  lines,  which  seem  to  mark  the  angles  of  a  few  com- 
positional elements.  Over  this  minimal  underdrawing,  Sargent 
executed  the  painting  directly,  wet  into  wet,  using  loose,  painterly 
brushwork.  The  composition  is  thinl)'  painted  and  die  texture  of 
the  canvas  weave  is  visible.  A  fine  craquelure  pattern  has  de\^el- 
oped  overall  and  is  ^^sible  maiuK'  in  the  black  paint  of  the  central 
figures.  Over  the  svnthetic  \-arnish,  a  small  amount  of  fine  retouch 
is  scattered  throughout  tlic  foi-egi-ound  and  along  the  edges,  and 
a  large  area  of  retouch  is  present  belo\\'  the  distant  dancers  on  the 
left  edge.  A  small  diagonal  scratch  in  the  varnish  is  present  at  the 
center  left  edge. 

Provenance 

To  Ralph  Curtis  (distant  cousin  of  the  artist),  Paris;  to  Ralph  Worme- 
ley  Cui-tis  Jr.,  Paris,  by  bequest,  1922;  to  Mrs.  Ralph  Wormeley 
Curtis  Jr.;  to  J.  WilHam  Middendorf  II,  Greenwdch,  Conn.,  1961;  to 
(Victor  D.  Spark,  New  York,  1965);  to  Humbert  and  Jufia  Tinsman, 
Shawnee  Mission,  Kans.,  1965;  to  NAMA,  19S3. 

Related  Works 

Studv  for  The  S])aius]}  Dance,  c.  1880,  oil  on  canvas,  i9'/s  x  15^^  in. 
(48.6  X  39.7  cm),  Mr.  and  Mrs.  Warren  Adelson,  New  York;  Two 
Dancers  (Studv  for  Tlie  Spa)iis]i  Dance),  1879-80,  charcoal  on 
paper,  i3'/2  x  gVi  in.  (34.3  x  23.5  cm),  Sargent  Sketchbook,  LsabeUa 
Stewart  Cxardner  Museum,  Boston;  Spanish  Dance,  before  1906, 
oil  on  canvas,  34"/ifi  x  33'yi6  in.  (88.2  x  83.7  cm),  Hispanic  Society 
of  America,  New  York. 

Exhibitions 

Corcoran  Galleiy  of  Art,  Washington,  D.C.,  The  Private  World 
of  ]ohn  Singer  Sar^oif,  18  April  1964-3  Januaiy  1965  (traveled), 
no.  11  (as  Stnchj  for  the  Spanish  Dance);  National  Galleiy  of 
Art,  Washington,  D.C.,Joh)t  Singer  Sar<ient's  El  Jaleo,  1  March- 
22  November  1992  (National  Galleiy  of  Art  only),  no.  14  (as  Sludij 
for  "The  Spanish  Dance");  HoUis  Taggart  Galleries,  New  York, 
Espana:  American  Artists  and  the  Spanish  F.xperience,  12  Novem- 
ber 1998-4  April  1999  (traveled),  unnumbered. 

References 

Evan  Charteris,  John  Singer  Sargent  (New  York:  Cdiaries  Scribner's 
Sons,  1927),  282  (as  Spanish  Dancer  Study  for  Spanish  Dancers); 


Charles  Merrill  Mount,  J olm  Si)}ger  Sargent:  A  Biography  (New 
York:  WW.  Norton  &  C'ompany,  1955),  443;  Charles  Mount, 
"New  Discoveries  Illumine  Sargent  s  Paris  Career,"  A/t  Quaiierhj 
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John  Singer  Sargent  (1856-1925) 

Mrs.  Cecil  Wade,  1886  -f 

{Portrait  of  a  Lachj;  Portrait;  Mrs.  Cecil  Wade 

[Frances  Frew  Wade]) 

Oil  on  canvas 

66  X  54 '/i  ill.  (167.6  X  1,37.8  cm) 

Signed  and  dated  lower  right:  John  [illegible]  Sargent  [ver\'  faint]  i8S[?] 
Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F86-2,3 

Technical  Notes 

The  original,  fine,  tiglitly  woven,  plai]i-\veave  canvas  lia.s  ininier- 
ous  .slul)s  and  irregularities  and  has  been  lined  using  BEVA  371. 
The  tacking  margins  have  been  cut  down,  and  the  dimensions  of 
the  picture  surface  have  been  reduced.'  The  opa(|ue,  light  gray 
groimd  was  probably  applied  connnerciallv.  Sargent  appears  to 
have  underpainted  the  background  wdth  a  medium  brown  wash. 
A  broad,  dark  paint  stroke  defines  the  edge  of  the  dress  extending 
from  the  propei"  right  arm  to  the  left  edge  of  the  painting,  but  no 
other  underdrawing  fines  were  evident  using  infrared  reflectogra- 
phy  (IRR).  The  figure  was  directh'  painted  with  loose,  painterly 
brushwork.  The  consistencv  ol  the  paint  varies  from  thick  and 
pastelike  to  thin,  transparent  glazes.  High  impasto  is  scattered 
throughout  the  backm-oimd  and  is  most  concentrated  in  the  dress. 
The  te.xture  of  the  canvas  weave  remains  visible  in  thinlv  painted 
areas.  A  few  incised  lines  in  the  wet  paint  define  tlie  planter  below 
the  wndow.  Above  the  plant,  Sargent  left  a  slightly  blurred  fin- 
gerprint in  the  paint.  Opaque,  white  paint  from  the  sleeve,  which 
remains  visible  beneath  the  brown  background,  indicates  that  Sar- 
gent reduced  the  width  of  the  proper  left  shoulder  slightly.  IRR 
reveals  two  sets  of  parallel,  horizontal  paint  strokes  beneath  the  left 
curtain,  extending  toward  the  center  of  the  window,  which  might 
suggest  that  the  artist  initially  planned  to  include  more  of  the  win- 
dow in  the  composition.  The  canvas  has  torn  twice  on  the  upper 


right  edge,  and  a  third  tear  appears  in  the  bottom  right  quadrant. 
These  are  now  stabilized  by  the  lining.  Under  ultraviolet  radiation, 
five  vertical  lines  of  retouch  are  visible  on  the  upper  left  edge  and 
may  be  covering  adcfitional  niended  tears.  A  fine  craquelure  pat- 
tern has  developed  overall,  and  several  localized,  wide,  mechanical 
ci-acks  are  evident  in  the  thickly  painted  regions.  Museum  conser- 
vation staff  ti'cated  the  painting  in  1986,  at  which  time  a  strip  lining 
was  removed  from  the  canvas  edges,  insecure  paint  was  consoli- 
dated, the  surface  was  cleaned  and  paint  blanching  was  reduced,  a 
narrow  strip  of  cropped  picture  surface  that  had  been  f  olded  over 
the  bottom  member  of  the  stretcher  was  returned  to  the  painting 
obverse,  and  the  painting  was  lined.  Finally  synthetic  varnish  was 
applied  to  the  stu'face,  and  paint  losses,  abi'asion,  canvas  tears,  and 
the  bottom  crease  were  filled  and  retouched. 

Provenance 

To  Frances  Frew  Wade  (the  sitter),  London,  c.  1886;  to  Aileen 
Wade  (daughter  of  the  sitter),  1908;  to  Sir  Ruthven  L.  Wade 
(nephew  of  Aileen  Wade),  Dinton,  Aylesbury,  Eng.,  bv  bequest, 
after  1955;  to  (Sotheby's,  New  York,  29  Mav  1986,  lot  159);  to  die 
Enid  and  Crosby  Kemper  Foundation,  Kansas  City,  Mo.,  1986;  to 
NAM  A,  1986. 

Exhibitions 

New  English  Art  Club,  Dudley  Galleiy,  London,  Exhibition  of 
Pictures  (uul  Sculpture  of  the  Neic  English  Art  Club,  1887, 

4  April-May  1887,  no.  55  (as  Portrait  of  a  Lady);  Walker  Art  Gal- 
leiy, Liverpool,  Eng.,  Fiftij-third  Autumn  Exhibition,  Includur^ 
a  Collective  Exhibil  (dW)rks  bij  the  Late  Joltn  S.  Sargent,  R.A., 
19  September-12  December  1925,  no.  145  (as  Portrait);  Royal 
Academy  of  Arts,  London,  Exliibition  ofWoH<s  by  the  Late  John  S. 
Sargent,  R.A.,  14  [anuaiy-13  March  1926,  no.  349;  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Mo.,  A  Bountiful  Decade:  Selected 
Acquisitions,  igyj-igSj,  14  October-6  December  1987,  no.  76; 
Carnegie  Musevun  of  Art,  Pittsburgh;  Mimieapolis  Institute  of 
Arts;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.;  Saint  Louis 
Art  Museum;  and  Toledo  Museum  of  Art,  Made  in  America:  Ten 
Centuries  of  Ainerican  Art,  5  Februan-  1995-22  September  1996 
(traveled),  unnumbered;  Sterling  and  Francine  Clark  Art  Institute, 
WiUiamstown,  Mass.,  Uncanny  Spectacle:  The  Public  Career  of  the 
Young  John  Singer  Sargent,  15  June-7  September  1997,  no.  33. 

References 

"The  New  Engfish  Art  Club,"  London  Daily  News,  5  April  1887,  2; 
'The  "New  Engfish  Art  Cdub's'  Exhibition,"  Standard  (London), 

5  April  1887,  3  (as  Portrait  of  a  Lady);  "Art  Exhibitions,"  Tiuies 
(London),  5  April  1887,  4  (as  Porfrail  of  a  Lady);  "The  New 
Engfish  Art  Club,"  Globe  (London),  6  April  1887,  clipping,  NAMA 
curatorial  files  (as  Portrait  of  a  Lady);  "Two  Spring  Exhibitions," 
Manchester  (Eng.)  Guardicnr  6  April  1887,  8;  Life  (London), 
7  April  1887,  clipping,  NAMA  curatorial  files;  "Some  Art  Exhibi- 
tions," Pall  Mall  Gazette  (London)  45  (7  April  1887),  2;  "Exhibition 
of  Pictures  at  the  New  Engfish  Art  Club,"  Building  News  (London) 


213 


52  (8  April  1887),  504;  Architect  (London),  9  April  1887,  clipping, 
NAMA  curatorial  files  (as  Portrait  of  a  Lady);  Builder  (London) 
52  (9  April  1887),  533;  "The  l^udley  Gallery,"  Daily  Telegraph 
(London),  9  April  1887,  2;  'The  New  EngUsh  Art  Club,"  Era 
(London),  9  April  1887,  7  (as  Portrait  of  a  Lady);  "Art  Exhibi- 
tions," Illustrated  Loiidon  News,  9  April  1887,  406  (as  Poiirait  of  a 
Lady);  "Picture  Galleries,"  Saturday  Revietc  (London),  9  April 
1887,  515;  "The  New  EngUsh  Ari  Club,"  Weekly  Dispatch  (Lon- 
don), 10  April  1887,  clipping,  NAMA  curatorial  files  (as  Poiirait); 
Couii  Soeietij  (London),  13  April  1887,  clipping,  NAMA  curatorial 
files  (as  Poiirait  of  a  Lady);  G[eorge]  B[ernard]  S[haw],  "Picture 
Shows,"  World:  A  Journal  f)r  Men  and  Women  (London),  no.  667 
(13  April  1887),  20;  "The  New  English  Art  Club,"  Graphic  (Lon- 
don), 16  April  1887,  406  (as  Poiirait  of  a  Lady);  "Art  Notes:  The 
New  English  Art  Club,"  Ladifs  Pictorial  (London),  16  April  1887, 
clipping,  NAMA  curatorial  files;  "Art:  The  New  English  Art  Club," 
Spectator  (London)  60  (16  April  1887),  527;  Bolieiiiian  (London), 
23  April  1887,  clipping,  NAMA  curatorial  files  (as  Poiirait  of 
a  Lady);  "The  New  English  Art  Club — Dudley  Galleiy,"  Broad 
Arrow  (London),  23  April  1887,  clipping,  NAMA  curatorial  files 
(as  Poiirait  of  a  Ladij);  "Spring  Exhibitions,"  A;t  Journal  (London) 
49  (1887),  159  (as  Poiirait  of  a  Ladij);  Exhibition  of  Pictures  and 
Sculpture  of  the  New  Enalish  Ari  Club,  i88y,  exh.  cat.  (London: 
Fargues  and  Co.,  1887),  12  (as  Portrait  of  a  Lady);  B.D.T,  "Liv- 
ei-pool  Autumn  Exhibition:  A  Fine  Sargent  Room,"  Manchester 
(Eng.)  Guardian,  19  September  1925,  12  (as  Poiirait);  "The  Li\-- 
erpool  Exhibition.  A  Sargent  Room,"  [September  1925],  clipping, 
NAMA  curatorial  files  (as  Poiirait);  Fif  ij-tliird  Autumn  Exhibition, 
Including  a  Collective  Exhibit  of  Works  by  the  Late  John  S.  Sar- 
gent, R.A.,  exh.  cat.  (Liverpool,  Eng.:  Corporation  ol  Liverpool, 
Walker  Art  Galleiy,  1925),  20  (as  Poiirait);  Howard  PLmnav,  "The 
Fine  Arts,"  London  Mercunj  13  (March  1926),  542  (as  Miss  Cecil 
Wade);  Exhibition  of  Works  bij  the  Late  John  S.  Sargent,  R.A.,  exh. 
cat.  (London:  William  (Clowes  and  Sons,  1926),  52;  ^Villiam  Howe 
Downes,  John  S.  Sargent:  His  Life  and  Work  (London:  Thorton 
Buttenvorth,  1926),  358;  Evan  Charteris,  Singer  Sargent 

(New  York:  Charles  Scribner's  Sons,  1927),  259;  Charles  Merrill 
Mount, /o/i/i  Singer  Sargent:  A  Biography  (New  York:  WW  Nor- 
ton &  Company,  195,5),  114-  43i:  David  McKibben,  Sargent's  Bos- 
ton, with  an  Essay  and  a  Biographical  Summary  and  a  Complete 
Check  List  of  Sargent's  Poiiraits,  exh.  cat.  (Boston:  Museum  of 
Fine  Arts,  1956),  128;  Charles  Merrill  Mount,  JoJin  Singer  Sargei}t: 
A  Biography,  2nd  ed.  (London:  Cresset  Press,  1957),  339;  Charles 
Merrill  Mount,  J  oil  n  Singer  Sargent:  A  Biography,  3rd  ed.  (New 
York:  WW.  Norton  &  Company;  New  York:  Kraus  Reprint  Co., 
1969),  114,  455;  Sotheby's,  New  York,  29  May  1986,  lot  159;  Rita 
Reif,  "Auctions,"  New  York  Times,  6  June  1986,  C27;  Susan  Duffy 
Benway,  "Full  of  Bull?  \Adien  Wall  Street  Prospers,  Art  Thrives," 
Barron's  National  Business  and  Financial  Weekly  (Boston), 
23  June  1986,  8-9;  Patricia  Black  Bailey,  "The  High  Price  of  Name 
Buying:  Market  Watch,"  Aii  Today  1  (Summer  1986),  14-15; 
Ann  E.  Berman,  "New  York,  Sotheby's,"  Art  ^Auction  9  (Septem- 
ber 1986),  99-100;  Richard  W.  Walker,  "Sargent  Leads  American 


Sales,"  Art  News  85  (September  1986),  15;  Donald  Hoffmann,  "A 
Sure  Favorite  for  the  Nelson  Gallery,"  Kcmsas  City  Star,  12  Octo- 
ber 1986,  iD,  7D;  Donald  Hoffmann,  "Kemper  Family  Donates 
Si. 5  Million  Portrait,"  P^nisas  City  Star,  12  October  1986,  lA,  12A; 
"Mrs.  Wade  Moves  to  Kansas  City,"  Kansas  City  Star,  20  October 
1986,  4A;  "J.  S.  Sargent's  Portrait  Titled,  'Mrs.  Cecil  Wade'  on  Dis- 
play in  K.C.  Museum,"  Globe  (Jopfin,  Mo.),  24  October  1986,  5D; 
Maiy  Ann  Campbell,  "Museum  Acquires  Sargent  Portrait,"  Mail 
Tribune  (Medford,  Ore.),  26  October  1986,  5C;  Sarah  Ferrell, 
"What's  Doing  in  Kansas  City,"  New  York  Times,  26  October  1986, 
10;  "Even  in  Black  and  White,  the  John  Singer  Sargent  Portrait  of 
'Mrs.  Cecil  Wade'  Is  Elegant  and  Appealing,"  Independent  (Kansas 
City,  Mo.),  1  November  1986,  4;  Frieda  Logan,  "Too  Sophisti- 
cated," letter  to  the  editor,  Kansas  City  Star,  2  November  1986, 
4G;  "Major  Accjuisition,"  Morning  World-Herald  (Omaha,  Neb.), 
2  November  1986,  19;  Patricia  Degener,  "The  Eloquent  Chronicle 
of  John  Singer  Sargent,"  St.  Louis  Post-Dispatch,  2  November 
1986,  3H  (as  Poiirait  of  Mrs.  Cecil  Slade);  "Sunday,"  Kansas  City 
Times,  3  November  1986,  B5;  "Museum  Announces  Major  Acqui- 
sition," Independence  (Mo.)  Examiner,  5  November  1986,  Subur- 
ban Life  sec,  9;  "Encore,"  Kansas  City-Jackson  County  Star, 
5  November  1986,  ii;  "Kansas  Git}':  Nelson  Galleiy  of  Art-Atkins 
Museum,"  Lawrence  (Kans.)  Journal-World ,  6  November  1986, 
25;  Lisa  Massoth,  "A  Lesson  in  Art,"  Kcmsas  City  Times,  8  Novem- 
ber 1986,  C12;  "Museum  Acquires  Sargent  Painting,"  Eagle- 
Beacon  (Wichita,  Kans.),  9  November  1986,  3F;  "Tidbits,"  Kansas 
City  Star,  9  November  1986,  4D;  "GalleiT  Faces,"  Independent 
(Kansas  Cit\',  Mo.),  15  November  1986,  23;  "The  Elegant  New  Oil 
Portrait  at  die  Nelson-Atkins  Museum  of  Art,"  Independent  (Kan- 
sas Git)',  Mo.),  22  November  1986,  5;  Heni-y  Adams,  "Sargent  Mas- 
terpiece Given  to  Museum,"  Calendar  of  Events  (Nelson-Atkins 
Museum  of  Art),  November  1986,  2,  ewer;  Stanle\'  Olson,  Jolin 
Singer  Sargent:  His  Poiirait  (New  York:  St.  Martin's  Press,  1986), 
154;  Carol  Ried,  "Nelson-Atkins  Builds  on  Its  Strengths,"  Kansas 
City  View,  13-26  Januan'  1987,  14;  "Bonanza  Out  West,"  Aii  & 
Auction  9  (fanuan-  1987),  26;  "Art  News,"  Aii  Gallery  Interna- 
tional 9  (Januaiw-Februaiy  1987),  8;  Donald  Hoffmann,  "Museum 
Gifts,"  Kansas  City  Star,  15  March  1987,  6D;  Deborah  Gimelson, 
"American  Paintings:  A  Market  Conversation,"  Aii  &  Auction  9 
(April  1987),  118  (as  Poiirait  of  Mrs.  Wade);  Hemy  Adams, 
"Museum  Receives  Second  Sargent  Painting,"  Calendar  of  Events 
(Nelson-Atkins  Museum  of  Art),  April  1987,  3;  "Museum  Portrait 
Sells  for  £m,"  Farnham  (Eng.)  Herald,  8  Ma\'  1987,  1,  2;  Can-  A. 
Reynolds,  "John  Singer  Sargent's  Portraits:  Building  a  Cosmopoli- 
tan Career,"  Aiis  Magazine  61  (Ncn'cmber  1987),  45-46;  "Paint- 
ings to  See:  Major  New  ArtAvorks  in  St.  Louis  and  Kansas  City," 
Excel  (United  Missouri  Bank,  Kansas  Git)-;  Mo.),  Winter  1987,  26; 
NAMA  1987,  174-75;  Ste\-en  G.  Meyer,  "Female  Mystique,"  letter 
to  the  editor,  American  Aiiist  52  (Januaiy  1988),  6;  NAMA  1988, 
126-27  (as  Poiirait  of  Mrs.  Cecil  Wade);  The  Society  of  Fellows 
Silver  Anniversary  (Kansas  City,  Mo.:  Nelson-Atkins  Museum  of 
Art,  1990),  unpaginated  (as  Poiirait  of  Mrs.  Cecil  Wade);  Roger 
Ward,  "Selected  Acc^uisitions  of  European  and  American  Paintings 


214 


at  the  Nelson-Atkins  Museum  of  Art,  Kansas  City,  1986-1990," 
BiirUngton  Magazine  133  (Februaiy  1991),  156,  158,  i58nii  (as 
Portrait  of  Mrs.  Cecil  Wade);  NAMA  1991,  4,  40-43;  Nicholas  H.J. 
Hall,  Colnaghi  in  America:  A  Snrveij  to  Convneniorate  the  First 
Decade  of  Colnaghi  New  York  (New  York;  Colnaghi,  1992),  124- 
25,  129,  frontispiece  (as  Portrait  of  Mrs.  Cecil  Wade);  AUce  Thor- 
son,  "The  Nelson  Celebrates  Its  6oth,"  Kansas  City  Star,  18  July 
1993,  Ji;  NAMA  1993a,  238,  pi.  52  (as  Portrait  of  Mrs.  Cecil  Wade); 
NAMA  1993b,  109;  Kathiyn  C.  Johnson,  ed.,  Made  in  America: 
Ten  Centuries  of  American  Art,  exh.  cat.  (New  York:  Hudson  Hills 
Press,  1995),  68,  75;  Lisa  M.  Sodders,  "American  Made:  A  New  Art 
Exliibition  at  the  Nelson-Atkins  Museum  Celebrates  at  10  Centu- 
ries of  American  Art,"  Topeka  (Kans.)  Capital  Journal  17  March 
1996,  iD;  Donald  Miller,  "Art  in  America,"  Pittsburgh  Post- 
Gazette,  5  July  1996,  20G;  Daniel  Grant,  "Sargent  Exliibition  Is 
Uncanny,"  Boston  Sunday  Herald,  29  June  1997,  42;  Timothy 
Cahill,  "Sargent's  Renaissance,"  Times  Union  (Albany,  N.Y.), 
29  June  1997,  C5  (as  Frances  Frew  Wade);  Marc  Simpson,  with 
Richard  Ormond  and  H.  Barbara  Weinberg,  Uncanny  Spectacle: 
The  Public  Career  of  the  Young  John  Singer  Sargent,  exh.  cat.  (Wil- 
hamstown,  Mass.:  Sterling  and  Francine  Clark  Art  Institute,  1997), 
126,  151,  184-85;  Richard  Ormond  and  Elaine  Kilmurray, /o/in 
Singer  Sargent:  Complete  Paintings,  vol.  1,  Early  Portraits  (New 
Haven:  Yale  Universit)'  Press,  1998),  xvi,  143-44,  253;  advertise- 
ment, "Defining  the  Business  of  Art,"  Art  News  99  (May  2000), 
189;  Aaron  Milrad,  Artfiil  Ownership:  Art  Law,  Valuation,  and 
Commerce  in  the  United  States,  Canada,  and  Mexico  (Washington, 
D.C.:   American   Society  of  Appraisers,   2000),  frontispiece; 
R.  Crosby  Kemper  Jr.,  Banking  on  Art:  Fifty  Years  of  Collecting 
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Note 

1.  During  consemition  treatment  in  1986,  it  was  noted  that  the  vertical 
stretcher  members  had  Ijeen  cut  down.  Based  on  the  measui-ement  from  the 
central  crossbar  to  the  uncut  top  edge,  the  reduction  at  the  bottom  of  the 
painting  was  determined  to  be  about  7'/i  inches. 


John  Singer  Sargent  (i856-i925) 
Francisco  Bernareggi,  c.  1908  -f 

Oil  on  canvas 

26Witt  X  195/16  in.  (68.1  X  49.1  cm) 

Inscribed  and  signed  across  top:  a  M.  Francisco  Bernareggi, 
souvenir  amical  de  /  John  S.  Sargent;  dated  lower  right:  1907 
[likelv  not  in  artist's  hand] 

Gift  of  the  Enid  and  Crosby  Kemper  Foundation,  F86-2.6 

Technical  Notes 

The  unlined,  finely  woven  canvas  was  primed  with  light  gray  paint, 
probablv  by  the  commercial  manufacturer.  The  opaque,  dark 
brown  imprimatura  has  a  stippled,  full-bodied  texture.  Sargent 
applied  the  overhang  oil  paint  quickly,  wet  into  wet.  It  is  opaque 
with  moderate  to  high  impasto  and  pronounced  brushwork.  The 
white  paint  of  the  sitter's  jacket  does  not  extend  to  the  bottom  edge 
of  the  canvas,  and  the  imprimatura  remains  exposed  in  this  area. 
The  subject's  proper  right  shoulder  appears  to  ha\-e  been  reduced 
in  width  by  the  thick  paint  strokes  of  the  background.  There  are 
some  \'en'  small,  isolated  paint  losses,  but  the  painting  is  in  excel- 
lent condition  overall.  The  highest  points  of  impasto  appear  to 
have  been  flattened  slightly,  and  some  exhibit  a  canvas  impression, 
suggesting  that  the  wet  painting  may  ha\'e  been  stacked  against 
another  canvas.  Minor  traction  cracking  is  present;  howe\-er,  the 
cracks  do  not  \'isuallv  disrupt  the  composition.  Predominantly  hor- 
izontal, slightlv  cupped  mechanical  cracking  is  apparent  o\^erall, 
and  stretcher  cracks  ha\-e  also  de\'eloped.  An  earlier  \'arnish  was 
removed  during  a  previous  treatment,  but  a  thin  film  of  \  arnish  was 
left  over  the  signature,  creating  a  slightly  darker  horizontal  band  of 
aloss  in  this  area.  No  retouch  is  evident. 

Provenance 

To  Francisco  Bernareggi  (the  sitter),  Majoi-ca,  Spain;  to  the  nephew 
of  Francisco  Bernareggi,  Mendoza,  Argentina,  by  descent,  after 
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1959;  t"  (Coe  Kerr  Gallery,  New  York,  1986);  to  the  Enid  and  Crosby 
Kemper  Foundation,  Kansas  Cit)',  Mo.,  1986;  to  NAMA,  1986. 

Exhibition 

Yomiuri  Shiml:)un  and  Japan  Association  of  Museums,  Tokyo, 
Sargent  Exitibilioii  in  japan ^  26  Januaiy-11  June  1989  (traveled), 
no.  49. 

References 

Diego  F.  Pro,  Coiwersacioiies  co)}  Bcniaregg^i  (Buenos  Aries, 
Argentina;  Imperenta  Lopez,  1949),  151,  pk  33  ('^-'^  Retrafo  dc  Ber- 
nareggi)\  Da\-id  McKibbin,  Sar»cnt's  Boston,  icifli  a)i  Essay  and 
a  Biog^rapliical  Siiininanj  cnid  a  Coinplefc  Check  List  of  Sar<!^e)it's 
Ponraiis  (Boston:  Museum  of  Fine  Arts,  1956),  84;  Charles  Merrill 
Mount,  John  Singer  Sargent:  A  Biography,  2nd  ed.  (London:  Cres- 
set Press,  1957),  349  (as  Bennareggi);  Diego  F.  Pro,  Francisco  Ber- 
nareggi  (Buenos  Aires,  Argentina:  Amancay,  1969),  226;  Donald 
Hoffmann,  "Museum  Gifts,"  Kansas  City  Star,  15  March  1987,  613 
(as  Portrait  of  Francisco  Bcrnareggi);  Deborah  Ciimelson,  "Ameri- 
can Paintings:  A  Market  Conversation,"  Art  b  Auction  9  (April 
1987),  118;  Henn-'  Adams,  "Museuiu  Beceives  Second  Sargent 
Painting,"  Calendar  of  Events  (Nelson-Atkins  Museum  of  Art), 
April  1987,  3  (as  Portrait  of  Francisco  Bernareggi);  Sargort  Exhibi- 
tion in  Ja])a)i,  exh.  cat.  (Osaka,  Japan:  Yoiuiuri  Shimbun,  1989),  92, 
147;  Roger  Ward,  "Selected  Acquisitions  of  European  and  Ameri- 
can Paintings  at  the  Nelson-Atkins  Museum  of  Art,  Kansas  City, 
1986-1990,"  BurWigion  Magazine  133  (Februaiy  1991),  156,  158, 
i58ni2  (as  Portrait  of  Francisco  Bernareggi);  NAMA  1991,  4,  43- 
44,  cover;  Lacey  Taylor  fordon,  "John  Singer  Sargent's  Images  of 
Artists  in  an  International  Context,"  Ph.D.  diss.,  Emory  University, 
1999,  322;  NAMA  1993a,  243;  NAMA  1993b,  109;  Warren  Adeb 
son  et  ak,  Sargent  Ai)road:  Figures  (uid  La]idscapes  (New  York: 
Abbeville  Press,  1997).  174;  R.  Crosby  Kemper  Jr.,  Banking  on 
Art:  Fifiij  Years  of  Collecting  (Kansas  City,  Mo.:  R.  Crosbv  Kemper 
Jr.,  2000),  26:  Richard  Ormond  and  Elaine  Kilmurray,/o/n/  Singer 
Sargent:  Complete  Paintings,  vol.  3,  Late  Portraits  (New  Haven: 
Yale  University  Press,  2003),  .\v,  206-7,  303^  Richard  Ormand  and 
Elaine  Kilmurray,/o/i.)i  Si)iger  Sargent:  Coniplete  Paintings,  vol.  4, 
Figures  and  Landscapes,  1874-1882  (New  Haven:  Yale  University 
Press,  2006),  233n24. 


Frederick  Emanuel  Shane  (1906-1990) 

Portrait  of  a  Menu  c.  1934 
(Portrait) 

Oil  on  canx  iLS 

24'/;  X  iB  yui  in.  (61.6  X  46.2  cm) 
Sitrnocl  lower  left:  F  Shane 

Pnblie  Works  of  Art  Project,  on  long-term  loan  (roni  the 
Cienei-al  Semces  Administration  Fine  Arts  Program,  112-1934/1 

Technical  Notes 

The  medium-weight,  tightly  woven,  plain-weave  canxas,  which 
contains  numerous  slubs  and  irregularities,  is  unUned.  The  painted 
picture  svuTace  does  not  extend  to  the  intact  tacking  margins, 
indicating  that  the  dimensions  are  original.  A  cusping  pattern  is 
present  on  the  left  edge.  The  canvas  was  commercially  primed 
with  a  thin,  opaque,  off-white  ground  layer  that  remains  visible 
thi-oughout  the  portrait.  Infi-ared  reflectography  re\'eals  a  few  faint 
underdrawing  lines  beneatli  the  eyes  and  nose.  The  portrait  ^\'as 
directlv  painted  using  opacpe,  pastelike  paint.  The  brushwork  is 
prominent  and  the  texture  of  the  can\  as  weave  is  visible  in  thinly 
painted  areas.  The  flesh  tones  of  the  face  are  smoothly  blended 
compared  wnih  the  loose  brushwork  in  other  areas  of  the  poitrait. 
The  portrait  is  in  excellent  condition  overall.  Under  specular  illu- 
mination, thick  paint  strokes  in  the  underhing  lavers  above  the 
open  box  on  the  talile  suggest  a  slight  change  by  the  artist.  A  thick, 
horizontal,  cream-colored  paint  stroke  on  the  right  side  of  tlie  top 
edge  was  o\'erpainted  in  tlie  final  composition  but  remains  \  i.sible. 
Museum  consen  ation  staff  treated  the  painting  in  1988,  at  which 
time  insecure  lifting  and  flaking  paint  were  stabilized  using  BEVA 
371  adhesive;  surface  grime,  discolored  x  ai-nish,  and  i-etouch  were 
]-emoved;  paint  losses  were  filled  and  toned;  and  a  synthetic  varnish 
was  applied. 
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Provenance 

To  Public  Works  of  Art  Project,  c.  1934. 
Exhibitions 

Winfield  High  School  Kans.,  October-November  1936,  no  cat.; 
WiUiam  Rockhill  Nelson  Gallon-  of  Art  and  Maw  Atkins  Museum 
of  Fine  Arts,  Kansas  Cit\',  Mo.,  Exlul)iti()ii  by  the  Kansas  City 
Chapter  ofthc  Ai^ists  Equity  Assoeiafioii,  23  April-6  May  1950,  no 
cat.;  Universitv  of  Missouri,  Columbia,  Fred  Sha)ie,  1-20  Decem- 
ber 1951,  no  cat.;  Mid-America  Arts  AUiance  and  Nelson-Atkins 
Museum  of  Art,  Kansas  Cit);  Mo.,  Fred  Shane.  3  September  1988- 

4  June  1989  (traveled),  muunnbered;  Nelson-Atkins  Museum  of 
Art,  Kansas  City,  Mo.,  Bingham  to  Benton:  The  Midwest  as  Muse, 

5  Februai-y-31  July  2005,  no  cat. 

References 

Undated  hand\\'ritten  list  of  paintings  and  undated  liandwritten 
autobiographical  notes  with  annotated  list  of  paintings,  Fred  Shane 
Papers,  Archi\  es  of  American  Art,  Smithsonian  Institution,  micro- 
film reel  452;  "Art  News,"  Kansas  City  Journal-Post,  8  December 
1935,  2B;  Paul  Gardner  to  Fred  Shane,  3  November  1951,  Fred 
Shane  Papers,  Archives  of  American  Art,  Smidisonian  Institution, 
microfilm  reel  451;  "This  Painting.  The  Coon  Hunter,'"  Kansas 
City  Star.  10  December  1951,  5;  Office  of  Public  Information, 
Unix'ersity  of  Missouri,  Columbia,  "Sketch  of  Prof.  Frederick  E. 
Shane,"  t\pescript,  30  Januaiy  1964,  Fred  Shane  Papers,  Archives 
of  American  Art,  Smithsonian  Institution,  microfilm  reel  452; 
Sidnev  Larson,  "Fred  Shane,"  in  Fi-ed  Shane  and  Thomas  Hart 
Benton,  Draicim^s  (Columbia:  Universitv-  of  Missouri  Press,  1964), 
unpaginated;  Donald  Ploffiuann,  "Art  Journal:  Fred  Shane,"  Kan- 
sas City  Star,  4  Septen-iber  1988,  8C;  NAMA  1991,  148  (as  For- 
tran); Fred  Shane,  exh.  cat.  (Kansas  City,  Mo.:  Mid-America  Arts 
Alliance,  1988),  10,  20. 


Joseph  Henry  Sharp  (1859-1953) 
Snoic  Clouds — Taos  Valley,  n.d. 

Oil  on  caii\-as 

16  X  24  in.  {40.6  X  61  cm) 

Signed  lower  left:  j.  H.  SHARP. 

Gift  of  Mrs.  Nell  H.  Stevenson  From  the  Estate  oi  S.  Herbert  Hare, 
R60-7/2 

Technical  Notes 

The  tight,  plain-weave  canvas  has  ntnuci-ons  slubs  and  irregulari- 
ties and  is  unlined.  The  painted  picture  surface  does  not  extend  to 
the  tacking  margins,  indicating  that  the  din-iensions  are  original. 
The  canvas  was  conunercially  primed  with  a  thin,  opac^ue,  light 
gray  ground.  Sharp  painted  tite  picture  directK'  with  somewhat 
thick,  pastelike  paint,  prominei-it  brnshwork,  wet-into-wet  appli- 
cations, and  stippled  textures.  0\'e]-all,  the  textm-e  of  the  canvas 
weave  is  pronnnent.  Three  small  brown  accretions  are  present  oi"! 
tiie  top  of  the  central  mountains  and  abcn  e  die  signature.  There 
appear  to  be  four  pinpoint  holes  located  near  each  corner.  A  slight 
flattening  of  in-ipasto  is  obsen/ed  in  the  diick  paint  of  the  clouds 
at  die  center  left.  The  \'arnish,  which  is  probably  synthetic,  has  a 
moderately  high  sheen. 

Provenance 

S.  Herbert  Hare,  Kansas  Git)-,  Mo.;  to  estate  of  S.  Herbert  Hare, 
Kansas  Citv,  Mo.,  i960;  to  Nell  Hare  Stevenson  (sister  of  S.  Fler- 
bert  Hare),  Kansas  City,  Mo.,  by  bequest,  i960;  to  NAMA,  i960. 

Reference 
NAMA  1973,  254. 


217 


Charles  Sheeler  (1883-1965) 
Conference  No.  i,  1954  + 

Oil  oil  can\  a.s 

2o'/j«  X  25'/i  in.  (51  X  64.1  cm) 

Signed  and  dated  lower  right:  Slieeler — 1954 

Gift  of  the  Friends  of  Art,  55-93 

Technical  Notes 

The  medium-\\'eight,  tighth' woven,  plain-weave  canvas  has  nmner- 
ous  slnbs  and  irregularities  and  is  unlined.  The  painted  picture  sur- 
face does  not  continue  to  the  intact  tacking  edges,  indicating  that 
the  dimensions  are  original.  The  can\'as  was  commercially  primed 
with  a  thin,  opaque,  off-white  groimd.  With  infrared  refiectog- 
rapliN',  a  fe\\'  graphite  underdrawing  lines  appear  on  the  right  side 
of  the  grav  building  at  the  lower  left  and  on  the  top  and  right  sides 
of  the  gray  and  black  smokestack  near  the  top  edge.  These  graphite 
lines  reveal  a  minor  change  to  the  height  and  width  of  the  smoke- 
stack. The  artist  also  used  fine  hues  in  \\-hat  is  most  likeK-  black 
ink  to  define  the  shapes  of  the  composition.  He  then  applied  thin, 
finid,  opaque,  and  semitransparent  paint  to  each  shape.  A  lew 
black  paint  lines  appear  to  have  been  added  on  top  of  the  paint  to 
]-eestablish  the  outlines.  Several  vertical  mechanical  cracks  and  a 
few  small,  localized  cracks  have  formed  at  the  center  of  the  paint- 
ing. A  small  amount  of  fine  retouch  is  \asible  on  the  edges  and 
appears  to  co\-er  paint  abrasion.  The  \'arnish,  which  is  probably 
synthetic,  has  a  moderately  high  sheen. 

Provenance 

To  (Downtown  Galleiy,  New  York,  1954);  to  NAMA,  1955. 
Related  Work 

Conference  #1,  n.d.,  tempera  on  paper,  size  unknown,  location 
unknown.' 

Exhibitions 

Toledo  Museum  of  Art,  41st  Annual  Exhibition:  Contemporanj 
American  Paintin^s^  6  June-29  Avigust  1954,  no.  55;  Art  Galleries, 


University  of  California,  Los  Angeles;  M.H.  de  Young  Memo- 
rial Museinn,  San  Francisco;  Fort  Worth  Art  Center;  Munson- 
Williams-Proctor  Institute,  Utica,  N.Y.;  Pennsylvania  Academy  of 
the  Fine  Arts,  Philadelphia;  San  Diego  Fine  Arts  Galleiy,  Charles 
Sheeler:  A  Retrospective  Exhibition.  10  October  1954-12  June 
1955  (traveled),  no.  43;  Hackley  Art  Galleiy,  Muskegon,  Mich., 
Di.stin<iuisl led  Americans,  30  September-28  October  1956,  no  cat.; 
Munson-Williams-Proctor  Institute,  Utica,  N.Y.,  Edward  Wales 
Root,  1884-1Q56:  An  American  Collector,  28  April-7  July  1957 
(tra\'eled),  unnumbered;  Downto\\'n  Gallery,  New  York,  Sheeler 
Recent  Faintin^^s,  25  March-19  April  1958,  no.  8  (as  Conference 
#1 );  Kansas  Citi.'  Art  Institute,  Mo.,  16  September-9  October  1958, 
no  cat.;  Universitiv'  Center,  Unix-ersity  of  Missouri,  Kansas  City, 
Inaiiffiral  Exhibition.  29  Septeml)er-25  October  1961,  no  cat.; 
Allentown  Art  Museum,  Pa.,  Charles  Sheeler  Retrospective  Exhi- 
bition, 17  November-31  December  1961,  no.  46  (as  Conference); 
Cedar  Rapids  Art  Center,  Iowa,  Charles  Sheeler  A  Retrospective 
Exhibition,  25  October-26  No\'ember  1967,  no.  24;  Nelson-Atkins 
Museum  of  Art,  Kansas  Cit\\  Mo.,  50  Years  of  Collecting:  The 
Friends  of  Art  at  the  Nelson;  A  Retrospective  Exhibition.  15  Decem- 
ber 1984-15  JanuaiT  1985,  no  cat.;  Terra  Museum  of  American 
Art,  Evanston,  III,  Order  in  Space:  Frecisionist  Works  by  Demuth 
and  Sheeler,  17  November  1985-12  Jaiuiaiy  1986,  no  cat. 

References 

41st  Annual  Exhibitioir  Contonporarij  Anierican  Paintings,  exh. 
cat.  (Toledo:  Toledo  Museum  of  Art,  1954),  unpaginated;  William 
Carlos  Williams,  Bartlett  H.  Hayes  Jr.,  and  Frederick  S.  Wight, 
Charles  Sheeler:  A  Retrospective  Exhibition,  exh.  cat.  (Los  Ange- 
les: Art  Galleries,  Unix'ei-sitv  of  California,  1954),  46;  Winifred 
Shields,  "Eleven  Contemporan"  Painters  Are  Represented  in 
Committee  Choices,"  Kansas  City  Star,  23  September  1955,  16; 
Winifred  Shields,  "Friends  of  Art  Will  Vote,  Then  Count  Public 
Ballots,"  Kansas  Citi/  Star,  23  October  1955,  4E;  Winifred  Shields, 
"At  Odds  on  an  Art  Gift,"  Kansas  City  Times,  28  October  1955, 
4A;  Walter  A.  Jones,  "Sometl  iing  Wild,"  letter  to  the  editor,  Kansas 
Citij  Star,  4  November  1955,  54;  "Exhibition  Honoring  Edward  W. 
Root,  MWT  Benefactor,  Opens  Toda\-  at  3:30,"  Observer-Dispatch 
(Utica,  N.Y.),  28  April  1957,  5D;  Edward  Wales  Root,  1884-1956: 
An  America)}  Collector,  exh.  cat.  (Utica,  N.Y.:  Munson-\\'iniams- 
Proctor  Institute,  1957),  unpaginated;  Sheeler  Recoit  Paintings, 
exh.  cat.  (New  York:  Downtown  Galleiy,  1958),  unpaginated  (as 
Conference  #1);  Charles  Sheeler  Papers  Current  Files  (1958), 
Downt(n\'n  Callen'  Records,  1924-74,  Archi\'es  of  American  Art, 
Smiriisonian  Institution,  microfilm  reel  ND40,  frames  178-79  (as 
Conference  #1);  NAMA  1959,  257;  Charles  Sheeler  Retrospec- 
tive Exhibition,  exh.  cat.  (Allentown,  Pa.:  Allentcwm  Art  Museum, 
1961),  22  (as  Conference);  LiUian  Natalie  Dochterman,  "The  St\'- 
listic  Dex  elopment  of  the  Work  of  Charles  Sheeler,"  Ph.D.  diss.. 
State  Unive)-sit\-  of  Iowa,  1963,  515;  Charles  Sheeler  A  Retrospec- 
tive Exhibition,  exh.  cat.  (Cedar  Rapids,  I(wa:  Cedar  Rapids  Art 
Center,  1967),  unpaginated;  NAMA  1973,  254;  Martin  L.  Fried- 
man, Charles  Sheeler  (New  York:  Watson-Guptill  Publications, 
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1975)^  178;  Lee  Pentecost,  "50  Years  of  Collecting:  The  Friends  of 
Art  at  the  Nelson;  A  Retrospective  Exhibition,"  typescript,  1984, 
NAMA  curatorial  files,  15;  Carol  Tro\'en  and  Erica  E.  Hirshler, 
Charles  Sheden  P(/i)]ti)]<i.s  and  Drcnvin^is,  exh.  cat.  (Boston;  Little, 
Brown  and  Company,  1987),  218  (as  Conference);  NAMA  1991, 
177;  NAMA  1993a,  251. 

Note 

1.  Downtown  Gallen-  Records,  1924-74,  Arcliives  of  American  Art,  Smithson- 
ian Institution,  microfilm  reel  ND39,  frame  53S  lists  a  tempera  on  paper 
work  entitled  Conference  #1  as  in  the  collection  of  Diana  Metcalf .  Lillian 
Dochtei'man  mentions  Co»ffrc;i«'iV().  2  (Conference No.  1.  SecondVersion). 
which  is  likeK  the  same  work,  in  "The  St\  listic  Development  of  the  Work 
of  Charles  Sheeler,"  Ph.D.  diss..  State  University  of  Iowa,  1963,  515. 


Dorothy  Sherry  (dates  unknown) 
United  Nations  Sitc\  1947 

Oil  on  can\"as 

20  X  3o'/ifi  in.  (50.8  X  76.4  cm) 

Signed  lower  right:  D.  Sheny 

Gift  of  (Jolonel  (Jharles  Leonard  Pfeiffer  50-71 

Technical  Notes 

The  medium-weight,  tightly  woven,  plain-weave  canvas  is  unlined. 
The  painted  picture  surface  does  not  continue  to  the  intact  tacking 
margins,  indicating  that  the  dimensions  are  original.  The  canN'as 
was  commercially  primed  with  a  thin,  opacpe,  off-white  ground. 
Based  on  the  appearance  of  the  foru-  edges  of  the  canvas.  Sherry 
appeal's  to  have  applied  an  opacjue,  black  imprimatm-a  ox'erall. 
Somewhat  thick,  dn-,  pastelike  paint  defines  the  compositional 
forms  and  emphasizes  the  te.xture  of  the  underlving  paint.  Sheny 
applied  thin,  transparent  and  semitransparent  layers  in  localized 
areas.  She  applied  the  paint  loosely  wet  into  wet,  with  pi-ominent 
brushwork  and  used  a  palette  knife  in  several  areas.  A  few  lines 
were  incised  in  the  paint  on  the  green  vertical  posts  at  the  lower 
left.  Wide,  slightly  cupping  mechanical  cracks  have  developed  in 
thicklv  painted  regions,  but  with  no  visual  impact.  A  small  tear 
in  the  canvas  is  present  at  the  bottom  left  corner.  A  few  pinpoint 


losses,  slightly  lifting  paint,  and  evidence  of  interlayer  cleavage  are 
present  on  the  upper  edge  of  the  orange  building.  The  varnish, 
which  is  probablv  a  natural  resin,  appears  to  be  discolored  and  is 
slightly  imeven. 

Provenance 

To  Colonel  Charles  Leonard  Pfeiffer,  Westport,  Conn.,  1950;  to 
NAMA,  1950. 

Exhibitions 

Contemporan-  Aits,  New  York,  Ruins  of  New  York  and  Other 
Paintings  hi/  Dorothij  Sherrij,  9-21  Februan'  1948,  no.  3; 
Oklahoma  Art  Center,  Oklahoma  Citv,  Pai)}ti)}<^s  by  Dorothij 
Slicrrij,  3-30  Januarv  1949,  no  cat.;  Wichita  Art  Association, 
Kans.,  Pai)\tings  bij  Dorothij  Siterrij,  7  Februaiy-6  March  1949, 
no  cat. 

References 

}.  K.  R.,  "Ruins  of  New  York,"  Art  Digest  22  (15  Februai'\'  1948), 
22  (as  U.N.  Site);  "Dorothy  Sheny,"  Collectors  of  American  Aii, 
Inc.  Annual  Bulletin,  December  1948,  unpaginated;  Ruins  of  New 
York  and  Otiier  Paintings  hij  Doroiluj  Slierrij,  exh.  cat.  (New  York: 
Contemporaiy  Arts,  1948),  unpaginated;  NAMA  1973,  254. 


John  Sloan  (1871-1951) 
KatJierine  Sehon,  1909  "f 

Oil  on  canvas 

35'/i  X  24'/)  in.  (89.5  X  61.6  cm) 
Signed  lower  right:  John  Sloan 

Purchase:  acquired  in  memoiy  of  Carol  Levin  through  the  generosit\'  ol 
her  family:  Richard  M,  Levin,  Michael  and  Diane  Levin,  Nancy  Le\  in 
and  Jeff  Flora,  and  Ann  and  John  Brendle,  2000.30 


219 


Technical  Notes 

The  coarse,  plain-weave  canvas  has  been  lined,  probably  using 
BEVA  371  adhesive.  The  tacking  margins  have  been  removed, 
bnt  a  fragment  remaining  on  the  top  edge,  the  location  of  the 
signature,  and  the  fact  that  the  brushstrokes  do  not  continue  to 
the  bottom  or  right  edges  suggest  that  the  top,  bottom,  and  right 
edges  have  not  been  ci-opped.  0\'er  an  opac^ue,  off-white  ground, 
Sloan  appears  to  have  applied  an  opa(|ue,  dark  bi-own  undei-paint- 
ing,  which  remains  visible  in  the  shadows  of  the  jacket  and  back- 
ground. The  portrait  was  indirectly  painted  using  opa(|ue  paint, 
transpa]-ent  glazes,  loose,  painterK'  brushwork,  and  wet-into-wet 
paint  application.  The  portrait  is  thinK^  painted  overall  with  rel- 
atively fluid  paste  paint,  and  the  canvas  texture  is  prominent.  A 
small  amovmt  of  low  impasto  is  evident  in  the  thick  highlights  of 
the  jacket,  white  blouse,  and  hat.  A  circular  area  of  pink  paint, 
visible  beneath  the  brown  paint  of  the  jacket  at  the  bottom  left 
edge,  mav  indicate  a  change  by  the  artist.  Thick  strokes  in  the 
underKing  paint  ku'er  reveal  that  Sloan  oxei-painted  a  horizontal 
shape  on  die  upper  left  edge.  Thick,  ovei-painted,  diagonal  paint 
strokes  also  extend  from  the  proper  right  shoulder  down  to  the 
center  of  the  body.  A  few  canvas  losses  are  visible  at  the  edges,  and 
a  tear  (now  stabilized  by  the  lining)  is  evident  on  the  bottom  riglit 
edge.  Wide  mechanical  cracks  have  developed  o\-erall,  mainly  in 
the  face  and  upper  left  background.  Traction  cracks  are  located  in 
the  upper  left  background  and  hair  on  the  sitters  left.  Fine  paint 
wrinkling  is  visible  on  the  neck.  Museum  consen  ation  staff  treated 
the  painti]Tig  in  2000,  at  which  time  synthetic  \-arnish  was  remo\'ed 
and  replaced  with  a  natural  resin  varnish  and  small  areas  of  paint 
loss  were  retouched. 

Provenance 

To  the  )()hn  Sloan  Trust,  New  York,  1951;  to  (Kraushaar  Galleries, 
New  York,  2000);  to  NAMA,  2000. 

Exhibition 

Kraushaai-  Cialleries,  New  York,  Making  Faces:  A  Selection  of  Por- 
traits hij  John  Sloa)u  20  May-27  October  2001,  no.  4  (Kraushaar 
Galleries,  New  York,  only). 

References 

Grant  Holcomb  III,  "A  Catalogue  Raisonne  of  the  Paintings  of 
John  Sloan,  1900-1913,"  Ph.D.  diss.,  Universitv' of  Delaware,  1972, 
417-18;  Rowland  Elzea, /o/nj  Sloan's  Oil  Paintings:  A  Catalogue 
Raisonne  (Newark:  University  of  Delaware  Press;  London  and 
Toronto;  Associated  University  Presses,  1991),  pt.  1:99-100,  129, 
no.  155;  advertisement  for  Kraushaar  Galleries,  Anticjucs  157  (May 
2000),  715;  Makii}<^  Faces:  A  Selection  of  Portraits  by  John  S/or/Ji, 
exh.  cat.  (Golumbus,  Ga.:  Columbus  Museum;  New  York:  Krau- 
shaar Galleries,  2001),  5,  11,  23. 


John  Sloan  (i87i-i95i) 

Snndaij  Paper  on  tlie  Roof  1918/50 
[Sundaij  Papers  on  the  Roof) 

Oil  oil  caiix  as  mounted  on  composite  panel 
20  X  16  in.  (50.8  X  40.6  cm) 

Signed  lower  left:  John  Sloan;  inscribed  right  tacking  margin: 
SUNDAY  ROOF  8[?] 

Gift  from  the  collection  ol'JuUa  and  Humbert  Tinsman,  F99-24/4 

Technical  Notes 

The  medium -weight,  plain-weave  canvas  has  been  lined  to  a  com- 
posite panel  using  a  wax-based  adhesive.  The  painted  picture  sur- 
fiice  does  not  extend  to  the  intact  tacking  margins,  indicating  that 
the  dimensions  are  original.  The  canvas  was  probably  connner- 
cially  pi-imed  with  a  thin,  opa(|ue,  light  gra}'  ground.  Sloan  painted 
the  composition  directly  with  p]-ominent  bmshwork  applied  wet 
into  wet  and  thick,  opa(|ue,  pasteUke  paint.  He  appears  to  have 
reworked  the  composition,  as  paint  presently  \isible  in  die  bottom 
left  (piadrant  was  carefulh-  applied  around  the  signature.  Addition- 
ally, thick  paint  strokes  in  the  underlying  paint  layers  do  not  match 
the  final  composition.  Two  parallel  horizontal  brushstrokes  on  the 
upper  left  edge  suggest  that  Sloan  reduced  the  width  of  the  brick 
wall.  Bi-oad  diagonal  strokes  in  the  underKing  paint  layer  extend 
from  the  upper  right  top  of  the  chimney  to  the  woman's  proper 
right  hand.  A  thick  horizontal  paint  stroke  extends  from  the  news- 
paper toward  the  left  edge.  Somewhat  cupped,  wide  mechanical 
cracks  and  faint  stretcher  cracks  luwe  formed.  A  small  amount  of 
impasto  was  ttattened  by  the  mounting  technique.  The  varnish  is 
probably  synthetic' 

Provenance 

To  (C.W.  Kraushaar  Art  Galleries,  New  York,  c.  1940);  to  B.W. 
Glover,  Chicago,  1954;  Julia  Chandler  Tinsman,  Shawnee  Mission, 
Kans.,  by  1969;  to  NAMA,  1999. 
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Exhibitions 

C.W.  Kraushaar  Art  Galleries,  New  York,  Exliihition  ofVainfinos 
hij  John  Sloaiu  26  Jaiiuaiy-8  Febnuuy  1925,  no.  18;  Fuyallup, 
\\'a.sh.,  ["Art  Exhibition  at  the  Thirt)--first  Annual  Fair"],  15-21 
September  1930,  no  cat.:  Main  Corridor,  Grinnell  College,  Iowa, 
Joh)i  Sloan,  1-28  Eebruaiy  1950,  no  cat.;  Lakeview  Center  for  the 
Arts  and  Sciences,  Peoria,  Ilk,  The  12345678:  Ga))ihlc  Memorial 
Exhibition,  12  Septeraber-9  November  1969,  no.  11  (as  Sunday 
Papers  on  the  Roof  ). 

References 

"Art:  Exhibitions  of  the  Week,"  Neic  York  Times,  1  Febmaiy  1925, 
Xii:  "Sloan's  Art  at  Best  When  His  Is  Solely  New  Yorkese,"  New 
York  Ameriean,  8  Februaiy  1925,  loM;  Exliihitioii  ofPainfin<is  hij 
John  Sloan,  exh.  cat.  (New  York:  C.W.  Kraushaar  Art  Galleries, 
1925),  unpaginated;  The  12345678:  Gamble  Memorial  Exhibition, 
exh.  cat.  (Peoria,  Ilk:  Lake\iew  Center  for  the  Arts  and  Sciences, 
1969),  unpaginated  (as  Sundaij  Papers  on  the  Roof);  Rowland 
Elzea,/o/;(i  Sloans  Oil  Paintings:  A  Catalogue  Raisonne  (Newark: 
Uni\-ersitv  of  Delaware  Press;  London  and  Toronto:  Associated 
Univer.sit\'  Presses,  1991),  pt.  1:230,  no.  588  (as  Sunday  Papers  on 
the  Roof). 

Note 

1.  According  to  Rowland  Elzea,  Sloan  made  changes  in  1950.  Elzea,  /o/oj 
Shxni's  Oil  Paiiiliiiiis:  A  C(iialo<iuc  Raisonne  (Newark:  Uni\er,sit\-  of  ]:)ela- 
ware  Press;  London  and  Toronto:  Associated  Universitx"  Presses,  1991), 
pt.  1:2:30. 


William  Louis  Sonntag  (I822-1900) 
Evening  in  the  Mountains,  c.  1860-70  -f 

Oil  on  can\  as 

;36'/s  X  56'/t  in.  (91. 8  x  142.9  cm) 
Signed  lower  right:  W.  L.  Sonntag. 
Gift  of  Mrs.  Lawrence  Fox,  49-78 

Technical  Notes 

The  plain-weave  canvas  has  been  lined  using  a  \\'ax-based  adhe- 
sive. The  painted  picture  surface  does  not  continue  to  the  outer- 
most edges,  indicating  that  the  dimensions  are  original.  The  thin, 
opaque,  off-white  ground  was  pi-obably  applied  b)-  a  comiuercial 
manufacturer.  Sonntag  undeipainted  the  mountains  a  mecUum 
grav  paint  and  the  foreground  with  a  dark  brown  paint.  The  land- 
scape was  directlv  painted  with  thin,  fluid  paint.  Stippled  textures 
form  low  impasto  among  the  trees,  and  thickei-  paint  strokes  high- 
hght  the  ck)uds,  luountains,  trees,  and  rocks  along  the  water.  Fine 
mechanical  cracks  ha\'e  developed  overall.  Areas  of  high  impasto 
ha\'e  been  flattened  and  the  can\-as  weave  is  enhanced  as  a  result 
of  the  lining  technique.  Lines  of  fine  tenting  paint  (now  stabilized 
by  the  lining)  have  occurred  near  the  top,  right,  and  left  edges, 
coinciding  wth  the  location  of  the  original  stretcher  bars.  Museum 
consemition  staff  treated  the  painting  in  1972  and  again  in  1993. 
During  the  1993  treatment,  old  \  arnish  and  wax  fills  were  renun  ed, 
paint  losses  were  filled  and  textured,  a  layer  of  mastic  \-ai-nish  was 
applied  to  the  surface,  and  fills  and  paint  abrasion,  mainh^  in  the 
sl<y  and  near  the  edges,  were  retouched. 

Provenance 

Kathleen  (Mrs.  Lawrence)  Fox,  Kansas  Git)',  Mo.;  to  NAMA, 
1949' 

Exhibition 

William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  Git)',  Mo.,  Nineteenth  Century  Ameriean 
Painting,  17  Februaiy-31  March  1974,  no  cat. 

Reference 
NAMA  1991,  95. 
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William  Louis  Sonntag  (I822-1900) 
Landscape,  1880-90 

Oil  on  carn  as 

20  X  31  in.  (50.8  X  78. 7  cm) 

Signed  lower  left:  W'L  Sonntag  N.A  8.  .  . 

Purchase:  Nelson  Trust,  33-105 

Technical  Notes 

The  tightlv  wo\'en,  plain-weave  can\-as  has  been  Hnecl,  probably 
using  a  gliie-based  adhesive.  The  tacking  margins  are  cox'ered  by 
brown  paper  tape,  but  the  painted  picture  surface  does  not  extend 
to  the  l)ott()m  or  left  edges,  and  the  branches  of  the  highest  tree  do 
not  continue  to  the  top  edge.  Based  on  these  findings,  it  appears 
that  the  painting  dimensions  have  not  l^een  significantly  altered, 
if  at  all.  Over  the  opacjue,  off-white  ground  Sonntag  applied  a 
red-brown  wash  beneath  the  paint  of  the  lower  left  quadrant. 
He  rendered  the  landscape  with  opaque  paint  and  ti-ansparent 
glazes.  The  thin  paint  allows  the  texture  of  the  can\'as  wea\'e  to 
be  visible.  Thicker  stippled  textures  and  prominent  brushwork 
are  visible  in  the  sky.  The  canvas  texture  is  pronounced  and  a  few 
areas  of  low  impasto  were  flattened  slightly  as  a  result  of  the  lin- 
ing technique.  The  varnish  is  discolored  and  may  conceal  areas  of 
retouch. 

Provenance 

Miss  Helen  M.  RoUins,  Boston;  to  (WilUam  K.  MacKav  Co.,  Bos- 
ton, after  1919);  to  (Robert  C.  Vose  Galleries,  Boston,  1924);  to 
NAM  A,  1933. 

References 

"The  William  Rockhill  Nelson  Galleiy  of  Art;  Complete  Catalogue 
of  Paintings  and  Drawings,"  Art  News  32  (9  December  1933),  28; 
NAMA  1933,  138;  "American  Landscape  Paintings,"  News  Flashes 
(WiUiam  Rockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  5  (June  1939),  1  (as  White  Mountains  Landscape); 
NAMA  1941,  166;  Nancy  Dustin  Wall  Motu-e,  WiUiam  Louis 
Sonntag:  Artist  of  the  Heal,  1822-iQOO  (Los  Angeles:  Goldfield 
Galleries,  1980),  116;  NAMA  1991,  95. 


Eugene  Edward  Speicher  (1883-1962) 

Murray  River,  i933 
(Lajiclscape) 

Oil  on  canvas 

27  X  35'/i(i  in.  (68.6  x  89.1  cm) 
Signed  lower  right:  Eugene  Speicher 
Gift  of  Mrs.  Alfred  B.  Clark,  61-42 

Technical  Notes 

The  tightlv  woven,  plain-weave  can\-as  has  numei-ous  slubs  and 
irregularities  and  is  unlined.  The  painted  picture  surface  does  not 
extend  to  the  intact  tacldng  margins,  indicating  that  the  dimensions 
are  original.  The  can\'as  was  primed  \\ath  a  thin,  opa(|ue,  off-white 
ground,  over  which  Speicher  applied  a  transparent,  orange-yellow 
imprimatura.  Small,  evenly  spaced  blue  marks  on  the  edges  may 
indicate  a  grid  beneath  the  paint  layer.  Speicher  rendei-ed  the  land- 
scape with  opacjue,  pastelike  paint  and  loose,  prominent  brush- 
work.  Stippled  textures  and  low  impasto  are  evident  throughout. 
The  texture  of  the  canvas  weave  is  evident  in  thinly  painted  regions 
and  is  fin-ther  emphasized  b\'  diy  paint  strokes.  There  appears  to 
be  a  laver  of  grime  and  smoke  deposits  on  the  surface.  Minor  frame 
abrasion  has  occurred  at  the  edges.  The  varnish,  which  appears  to 
be  a  natural  resin,  has  a  moderately  high  sheen. 

Provenance 

Dorothv  Hixon  (Mrs.  Alfred  B.)  Clark,  Santa  Barbai'a,  Calif;  to 
NAMA,  1961. 

Exhibition 

Frank  K.  M.  Rehn  Galleries,  New  York,  Exliibition  by  Eugene 
Speicher,  2  Januaiy-3  Februaiy  1934,  no.  14. 

References 

Edward  Alden  Jewell,  "In  the  Realm:  Three  One-Man  Shows; 
Eugene  Speicher,  John  Sloan  and  Ernest  Fiene  Step  into  die 
Dawn  of  a  New  Year,"  Neic  York  Times,  7  Januaiy  1934,  X12;  Exhi- 
hitio)i  1)1/  Eugene  Speicher,  exh.  cat.  (New  York:  Frank  K.  M.  Rehn 
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Galleries,  1934),  unpaginated;  "Check  List  of  Acquisitions,  1962," 
Bulletin  (William  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts)  4  (October  1962),  17  (as  Landscape)-  NAMA 
1973,  254  (as  Landscape);  NAMA  1991,  151-52- 


Eugene  Edward  Speicher  (is83-1962) 

Pigtails,  1939 
{Fortran  of  a  Yoiuif^  Girl) 

Oil  on  canvas 

2.0V2  X  ig'/i  in.  (52.1  X  48.9  cm) 
Signed  lower  right:  Eugene  Speicher 
Gift  of  the  Friends  of  Art,  39-38 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  numerous  slubs  and 
irregularities  and  is  unlined.  Speicher  added  wooden  pieces  to  the 
top  of  the  original  stretcher  to  extend  the  vertical  dimensions  of 
the  picture  surface.  The  tacking  margins  are  presen'cd  and  indi- 
cate that  the  dimensions  have  not  been  altered  subsequently.  The 
canvas  was  commercially  primed  with  a  thin,  opac^ue,  off-white 
ground.  Speicher  painted  the  portrait  directly  using  loose  brush- 
work  and  thin,  opaque,  pastelike  paint.  Stippled  textures  are  evi- 
dent throughout.  The  canvas  texture  is  visible  in  thinly  painted 
regions.  Thick  paint  in  the  underlying  layer  suggests  that  Speicher 
slightly  reduced  the  hair  on  the  proper  left  side  of  the  head.  A  faint 
mechanical  crack  parallel  to  the  left  edge  probably  relates  to  the 
original  stretcher.  Museum  consemition  staff  treated  the  painting 
in  1984,  at  which  time  surface  grime  and  an  uneven,  discolored 
natural  resin  varnish  were  removed,  a  severe  corner  draw  (upper 
right)  was  humidified  and  flattened,  the  canvas  was  restretched 
onto  a  new  stretcher,  and  a  synthetic  varnish  was  appfied. 


Provenance 

To  (Frank  K.  M.  Rehn  Gafleries,  New  York,  1939);  to  NAMA, 
1939- 

Exhibitions 

Frank  K.M.  Rehn  Galleries,  New  York,  Eugene  Speicher, 
3-29  March  1941,  no.  21;  Belgo-American  Association  with  Gale- 
rie  Georges  Giroux,  Bmssels,  Belgium,  L'Exposition  d'Art  Ameri- 
cain  Contemporain,  20  March-midsummer  1948  (traveled),  no.  91; 
Art  GaUen-  of  Toronto,  Canadian  National  Exhibition,  25  August- 
9  September  1950,  no.  50;  Buffalo  Fine  Arts  Academy,  Albright  Art 
Galleiy,  N.Y,  Eugene  Speicher:  A  Retrospective  Exhibition  of  Oils 
and  Drawings,  iQo8-ig4g,  29  September-26  October  1950,  paint- 
ings, no.  18;  Centuiy  Association,  New  York,  Exliibition  of  Paint- 
ings and  Drawings,  igo8-iQSi,  by  Eugene  Speicher,  5  December 
1951-6  Januaiy  1952,  no.  15;  WiUiam  Rockhfll  Nelson  Galleiy  of 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  Git)',  Mo.,  The 
Friends  of  Art  in  Retrospect,  December  1953,  no  cat.;  Kansas  State 
College,  Manhattan,  Fine  A)~ts  Festival,  28  April-8  May  1955,  no 
cat.;  Wichita  Art  Museum,  Kans.,  Contemporary  American  Paint- 
ing, 22  April-6  May  1956,  no  cat.;  Hackley  Art  Galleiy,  Muskegon, 
Mich.,  Distinguished  Americans,  30  September-28  October  1956, 
no  cat.;  Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  ,50  Years 
of  Collecting:  The  Friends  of  Ai~t  at  the  Nelson;  A  Retrospective 
Exhibition,  15  December  1984-15  Januaiy  1985,  no  cat. 

References 

"Friends  of  Art  to  Pick  Painting,"  Kansas  City  Post,  5  December 
1939,  10  (as  Ponrait  of  Young  Girl);  "To  Choose  Gafleiy  Gift,"  Kein- 
sas  City  Times,  6  December  1939,  13  (as  Portrait  of  a  Young  Girl); 
"Downing  Heads  Friends  of  Art,"  Krnisas  City  Post,  9  December 
1939,  12  (as  Poiirait  of  a  Yoinig  Girl);  "New  Head  of  the  Friends 
of  Art,  and  a  Gift,"  Kansas  City  Star,  9  December  1939,  3  (as  Por- 
trait of  a  Young  Girl);  "Debate  over  Art  Gift,"  Kansas  City  Times, 
9  December  1939,  12  (as  Poiirait  of  a  Young  Girl);  "Friends  Give 
Fine  Works  by  Hurd  and  Speicher  to  Kansas  City,"  Art  Digest  14 
(15  December  1939),  15;  "Friends  of  Art  Give  Three  Pieces  of 
Contemporaiy  Work  to  Nelson  Galleiy  of  Art  and  Atkins  Museum," 
Kansas  City  journal-Post,  19  December  1939,  8B;  H[emy]  C. 
H[askell],  "The  Friends  of  Art  Present  a  Portrait  to  the  Galleiy" 
Kansas  City  Star,  29  December  1939,  6  (as  Poiirait  of  a  Young 
Girl);  "Tigtails'  by  Speicher  Masterpiece  of  Month,"  Kansas  City 
Journal-Post,  2  Januaiy  1940,  13;  "Poses  with  Picture  of  Month 
at  Art  GaUeiy,"  Kansas  City  Journal-Post,  7  Januaiy  1940,  Sports 
sec,  8;  "Masterpiece  of  the  Month,"  Neivs  Flashes  (William  Rock- 
hill  Nelson  Galleiy  of  Art  and  Mary  Atkins  Museum  of  Fine  Arts) 
6  (Januaiy  1940),  3;  Carol  Rothschild,  "Recent  Museum  Acqui- 
sitions," Parnassus  12  (May  1940),  49;  M.C.,  "American  Painter 
Series:  XXXU— Pigtails  Painted  by  Eugene  Speicher,"  American 
Girl  23  (October  1940),  4,  50;  Edward  Alden  JeweU,  "Speicher 
Offers  Painting  Display,"  New  York  Times,  4  March  1941,  26;  Car- 
lyle  Burrows,  "Paintings  by  Speicher,"  Christian  Science  Monitor, 
8  March  1941,  7;  J[ames]  W.  L[ane],  "Eugene  Speicher,"  Art  News 
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40  (i5  March  1941),  44;  "Loan  Exhibitions,"  Gallery  Neics  (Wil- 
ham  Rockhill  Nelson  Gallen'  of  Art  and  Maiy  Atkins  Mnsenni  of 
Fine  Arts)  7  (March  1941),  7;  "When  Art  Study  Becomes  a  Game, 
There's  Great  Fun  at  tlie  Gallen',"  Kansas  Citij  Star,  15  June  1941, 
4;  Eugene  Speicliei\  exh.  cat.  (New  York:  Frank  K.M.  Rehn  Gal- 
leries, 1941),  unpaginated;  Eugene  Speicher,  exh.  cat.  (New  York: 
American  Artists  Group,  1945),  unpaginated;  "Modern  Painters 
Are  Aided  by  the  Friends  of  Art,"  Ka)}sas  Cifij  Stai\  13  April  1947, 
9D;  Kansas  Citij  PJiilhannonic  Orchestra  Program  (Kansas  City, 
Mo.,  1947-48  Season),  co\'er;  "Task  in  Art  Selection,"  Ka)isas 
Citij  Times,  19  June  1948,  5  (as  The  Head  of  a  Girl)-  Catah)gue 
de  I'Exposition  d'Ai-f  Americain  Conteniporain,  exh.  cat.  (Brus- 
sels, Belgium:  Galerie  Georges  Giroux,  1948),  21,  pi.  i;  "Friends 
of  Art."  Gallerij  News  (William  Rockhill  Nelson  Galleiy  of  Art  and 
Maiy  Atkins  Museum  of  Fine  Arts)  15  (Januaiy  1949),  unpagi- 
nated (as  Portrait  of  a  Girl);  NAMA  1949,  204;  "Exhibition  Shows 
Speicher  Master  of  Flis  Medium,"  Buffalo  (N.Y.)  Evening  News, 
30  September  1950,  Magazine  sec,  lo;  "Speicher  Show  in  Buf- 
falo," Art  Digest  25  (1  October  1950),  13;  Canadian  National 
Exhibition,  exh.  cat.  (Toronto:  Art  Galleiy  of  Toronto,  1950),  13; 
Eugene  Speiclier:  A  Retrospective  Exhibition  of  Oils  and  Draw- 
ings, igo8-ic,4Q,  e.xh.  cat.  (Buffalo,  N.Y.:  Buffalo  Fine  Arts  Acad- 
emy, Albright  Art  Galleiy,  1950),  17,  pi.  12;  "Eugene  Speicher," 
Art  Digest  26  (15  December  1951),  21;  Exhibition  of  Paintings  and 
Drawings,  igoS-iggi,  bij  Eugene  Speicher,  exh.  cat.  (New  York: 
Centuiy  Association,  1951),  unpaginated;  Winifred  Shields,  "Key 
Role  at  Art  Galleiy  Filled  bv  Society  of  500,"  Kansas  City  Star, 
4  Januan'  1953,  8D;  NAMA  1959,  257;  NAMA  1973,  254;  "Trac- 
ing the  Ups  and  Downs  of  the  Friends  of  Art,"  Kaiisas  City  Star, 
19  September  1976,  lE;  Lee  Pentecost,  "50  Years  of  Gollecting: 
The  Friends  of  Art  at  the  Nelson;  A  Retrospective  Exhibition," 
typescript,  1984,  NAMA  curatorial  files,  5;  NAMA  1991,  151-52. 


Jack  Gage  Stark  (ls82-1950) 
Circus  Girl,  c.  1945 

Oil  0)1  MiLsonite 
32  X  23'/^  in.  (81.3  X  59.7  cm) 
Signed  lower  left:  Stark- 
Gift  of  Mrs.  Helen  Ward  Beals,  Mr  Robeit  Caldw  ell  Mr.  James  C;. 
Gninotte,  Miss  Katherine  Han'e}-,  Mrs,  [olm  Ilenn  Iloox'er  Mr  Milton 
MeCreevy,  Mr  and  Mrs.  ^\  att  \\  ehh  |r.  and  the  Westport  Fund,  52-26 

Technical  Notes 

Stark  primed  the  slightly  convex  pressboard  panel  with  opaque, 
bright  white  gesso  or  paint.  He  underpainted  the  background  with 
a  thin  laver  of  medium  green  paint  before  painting  the  composition 
directK-  with  thin,  s()me^^'hat  dn'  paint  and  prominent  brushwoi-k. 
Frame  abrasion  has  caused  several  paint  losses  on  the  edges.  A 
small  loss  of  paint  and  ground  is  located  on  the  bottom  of  tlie  skirt, 
and  a  few  pinpoint-size  paint  losses  are  present  at  center  right, 
exposing  the  ground  layer.  The  painting  appears  to  be  un\  aruished 
but  mav,  based  on  Stark's  inscription  on  the  back  of  the  panel,  have 
a  wax  coating. 

Provenance 

To  estate  of  the  artist,  Santa  Barliara,  Galif ,  1950;  to  Edidi  L.  Stark 
(wife  of  the  artist),  Santa  Barbara,  Galil,  after  1950,  by  bequest;  to 
Helen  Ward  Beals,  Kansas  Cit\-,  Mo.,  Robert  B.  Caldwell,  Kansas 
City,  Mo.,  James  G.  Gninotte,  Kansas  City,  Mo.,  Katherine  Har- 
vey, Santa  Bari)ara,  Calif,  Irma  Hoover,  Kansas  City,  Mo.,  Milton 
McGreevy,  Shawnee  Mission,  Kans.,  and  Watt  and  Anna  W.  Webb 
Jr.,  Kansas  Git)',  Mo.,  1952;  to  NAMA,  1952. 

Exhibitions 

California  Palace  of  the  Legion  of  Honor,  San  Francisco, /c/r/c  Gage 
Stark,  5  March-5  April  1948,  no  cat.;  Santa  Barbara  Museum  of 
Art,  Call,  Memorial  Exliibition:  Drawings  and  Paintings  by  Jack 
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Gage  Stark,  3-31  May  1951,  no.  6;  William  Rockhill  Nelson  Galleiy 
of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo., 
Memorial  Exhibition:  Paintings  by  Jack  Gage  Stark,  6-30  April 
1952,  no  cat.;  Kansas  City  Public  Libraiy,  Kans.,  July-August  1968, 
no  cat. 

References 

Memorial  Exhibition:  Drawings  and  Paintiiigs  by  Jack  Gage  Stark, 
exh.  cat.  (Santa  Barbara,  Calif:  Santa  Barbara  Museum  of  Art, 
1951),  unpaginated;  NAMA  1959,  257;  NAMA  1973,  254. 


FlORINE  StETTHEIMER  (1871-1944) 

Potirait  of  My  Aunt,  Caroline  Walter  Neustadter,  1928  + 

Oil  on  canvas 

38  X  26 '/t  in.  (96.5  X  66.7  cm) 

Signed  left  edge,  center:  F lorine  stettheimer;  inscribed,  dated, 
and  signed  right  edge,  center;  to  the  memory  of  aunt  Caroline 
/  1928  /  F.S;  inscribed  top  stretcher  member:  Mrs.  Henry  Neustadter  By 
Florine  Stettheimer;  inscribed  bottom  stretcher  member,  center:  1928 
Gift  of  Miss  Ettie  Stettheimer,  51-1:3 

Technical  Notes 

The  fine,  tightly  woven,  plain -weave  canvas  has  numerous  slubs 
and  irregularities  and  is  unlined.  The  painted  picture  surface  does 
not  extend  to  the  intact  tacking  margins,  indicating  that  the  dimen- 
sions are  original.  The  canvas  was  connnercially  primed  with  a 
thin,  opaque,  off-white  ground.  In  the  background,  Stettheimer 
appears  to  have  applied  an  opa(|ue,  medium  orange  undeqoainting. 
She  rendered  the  portrait  with  an  indirect  painting  technique  con- 
sisting of  opaque,  transparent,  and  semitransparent  paint  layers. 
She  used  a  variety  of  techniques,  including  palette  knife  applica- 
tions, incisions  into  the  paint,  and  pen-and-ink  decorative  lines. 


The  pastelike  paint,  applied  wet  into  wet,  exhibits  high  impasto 
throughout.  Wide,  mildly  cupping  mechanical  cracks  have  devel- 
oped overall,  and  faint  stretcher  cracks  have  also  formed.  A  small 
amount  of  abrasion  to  the  black  ink  and  fine  paint  lines  is  visible 
on  the  proper  left  sleeve.  Museum  consemition  staff  treated  the 
painting  in  1980,  at  which  time  the  surface  was  cleaned,  a  small 
amount  of  paint  loss  was  filled  and  toned,  and  a  synthetic  varnish 
was  applied. 

Provenance 

Ettie  Stettheimer  (sister  of  the  artist),  New  York,  by  1946;  to 
NAMA,  1951. 

Exhibitions 

Museum  of  Modern  Art,  New  York,  Florine  Stettheimer, 
1  October-17  November  1946,  unnumbered;  Kansas  Union, 
University  of  Kansas,  Lawrence,  The  Art  of  Women:  A  Panorama 
of  Achievement,  7-26  November  1974,  no  cat.;  Institute  of  Con- 
temporaiy  Art,  Boston,  Florine  Stettheimer:  Still  Lifes,  Portraits 
and  Pageants,  igio-ig42,  4  March-9  November  1980  (traveled), 
no.  24;  Whitney  Museum  of  American  Art,  New  York,  Florine 
Stettheimer:  Manhattan  Fantastica,  13  July-5  November  1995, 
unnumbered. 

References 

Henry  McBride,  Florine  Stettheimer,  exli.  cat.  (New  York:  Museum 
of  Modern  Art,  1946),  43,  55;  NAMA  1959,  257  (as  Portrait  of  My 
Aunt  .  .  .);  Parker  Tyler,  Florine  Stettheimer:  A  Life  in  Art  (New 
York:  Farrar,  Straus  and  Company,  1963),  unpaginated  pk,  171; 
NAMA  1973,  255  (as  Portrait  of  My  Aunt .  .  .)■  Efisabeth  Sussman, 
Florine  Stettheimer:  Still  Lifes,  Portraits  a)}d  Pageants,  1Q10-1Q42, 
exh.  cat.  (Boston:  Institute  of  Contemporaiy  Art,  1980),  unpagi- 
nated, fig.  16;  Donna  Bachmann,  "Hidden  Ti-easures  by  Women 
at  the  Nelson,"  Fonim,  Summer  1983,  7-8;  Barbara  J.  Bloemink, 
"Florine  Stettheimer:  Alternative  Modernist,"  Ph.D.  diss.,  Yale 
University,  1993,  i:v,  13-14,  2:  fig.  1  (as  Portrait  of  Caroline  Wal- 
ter Neustadter);  Elisabeth  Sussman,  Barbara  J.  Bloemink,  and 
Linda  Nochlin,  Florine  Stettheimer:  Manhattan  Fantastica,  exh. 
cat.  (New  York:  Whitney  Museum  of  American  Art,  1995),  45,  122, 
140;  Barbara  J.  Bloemink,  The  Life  and  Art  of  Florine  Stettheimer 
(New  Haven:  Yale  University  Press,  1995),  2-4,  163. 
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FlORINE  StETTHEIMER  (1871-1944) 

Birthday  Bouquet,  1932  -f 
(Floioers  icitli  Snake) 

Oil  on  canvas 

30  X  26VH  in.  (76.2  X  66.4  cm) 

Signed  and  dated  lower  center:  FLORINE  1932;  signed  and  dated  top 
stretcher  member:  florine  1932  stettheimer;  inscribed  right 
stretcher  member:  tarrytow  on  HUDSON;  inscribed  left  stretcher 
member:  birthday  bouquet  1932 

Gift  of  Mrs.  R.  Kirk  Askew  Jr  in  memoiy  of  R.  Kirk  Askew  Jr.,  F79-65 

Technical  Notes 

The  tightly  woven,  medium-  to  lightweight,  plain-weave  canvas 
has  been  lined  using  a  wax-based  adhesive.  The  painted  picture 
surface  does  not  extend  to  the  intact  tacking  edges,  indicating  that 
the  dimensions  are  original.  The  canvas  was  conunercially  primed 
with  an  extremely  thin,  opaque,  light  gray  ground.  Stettheimer 
rendered  the  picture  loosely  with  thick,  opaque  paint  and  a  few 
semitransparent  and  transparent  glazes.  The  consistency  of  the 
paint  ranges  from  thick  and  pastelike  to  thin  and  fluid.  Using  a 
palette  knife,  the  artist  applied  thick,  opaque,  white  and  light  pink 
paint  to  the  background.  She  then  incised  into  the  paint  with  a 
pointed  tool,  possibly  the  end  of  a  brush,  to  create  scribbled  pat- 
terns that  suggest  foliage  and  to  outline  a  few  of  the  compositional 
forms.  High  impasto  is  concentrated  on  the  central  flowers,  back- 
ground trees,  and  garden  walls.  Wet-into-wet  painting  is  evident 
throughout.  Wide,  localized  mechanical  cracks  have  formed  in 
thickly  painted  areas.  Traction  cracks  are  visible  on  the  red  snake. 
Museum  conservation  staff  treated  the  painting  in  1980,  at  which 
time  areas  of  cupped  and  cleaving  paint  were  stabilized  using  BEVA 
371  adhesive,  surface  grime  was  removed,  the  canvas  was  lined,  a 
synthetic  varnish  was  applied,  and  minor  paint  losses  were  filled 
and  retouched. 


Provenance 

Constance  (Mrs.  R.  Kirk  Jr.)  Askew,  New  York,  by  1946;  to  NAMA, 
1979- 

Exhibitions 

Museum  of  Modern  Art,  New  York,  Florine  Stettheimer,  1  October- 
17  November  1946,  unnumbered  (as  Flowers  with  a  Snake);  Arts 
Club  of  Chicago,  Exhibition  of  Faintin^is  by  Florine  Stettheimer, 
3-25  January  1947,  no.  24  (as  Flowers  with  a  Snake);  M.H.  de 
Young  Memorial  Museum,  San  Francisco,  Faintin^^s  bij  Florine 
Stettheimer,  10  Februaiy-3  March  1947,  no  cat.;  Durlacher  Broth- 
ers, New  York,  The  Flowers  of  Florine  Stettheimer,  2.-28  Februaiy 
1948,  no.  19  (as  Floivers  with  a  Snake);  Institute  of  Contemporai-y 
Art,  Boston,  Florine  Stettheimer:  Still  Lifes,  Portraits  and  Pag- 
eants, igio-iQ42,  4  March-9  November  1980  (traveled),  no.  30; 
Whitney  Museum  of  American  Art,  Florine  StettJieimer:  Manhat- 
tan Fantastica,  13  July-5  November  1995,  unnumbered. 

References 

Carl  Van  Vechten,  "The  World  of  Florine  Stettheimer,"  Haiyers 
Bazaar  79  (October  1946),  356  (as  Flowers  with  Snake);  Heniy 
McBride,  Florine  Stettheimer,  exh.  cat.  (New  York:  Museum  of 
Modern  Art,  1946),  55  (as  Flowers  with  a  Snake);  Exhibition  of 
Paintings  by  Florine  Stettheimer,  exh.  cat.  (Chicago:  Arts  Club  of 
Chicago,  1947),  unpaginated  (as  Flowers  with  a  Snake);  The  Flow- 
ers of  Florine  Stettheimer,  exh.  cat.  (New  York:  Durlacher  Broth- 
ers, 1948),  upaginated  (as  Flowers  with  a  Snake);  Parker  Tyler, 
Floriiw  Stettheimer:  A  Life  in  Ari  (New  York:  Farrar,  Straus  and 
Co.,  1963),  77,  153-54,  opp.  179  (as  Flowers  with  Snake);  Edward 
Sozanski,  "Florine  Stettheimer  Retrospecti\'e,"  Providence  (R.I.) 
Journal,  30  April  1980,  clipping,  NAMA  curatorial  files;  Elisabeth 
Sussman,  Florine  Stettheimer:  Still  Lifes,  Portraits  and  Pageants, 
iQio-ig42,  exh.  cat.  (Boston:  Institute  of  Contemporaiy  Art, 
1980),  unpaginated,  fig.  15;  Donna  Bachmann,  "Hidden  Treasures 
l)y  Women  at  the  Nelson,"  Fonini,  Summer  1983,  7-8;  Barbara 
J.  Bloemink,  "Florine  Stettheimer:  Alternative  Modernist,"  Ph.D. 
diss.,  Yale  University,  1993,  i:xiv,  253-54,  2:  fig.  198  (as  Floic- 
ers  with  Snake);  Elisabeth  Sussman,  Barbara  J.  Bloemink,  and 
Linda  Nochlin,  Florine  Stettheimer:  Manhattan  Fantastica,  exh. 
cat.  (New  York:  Whitney  Museum  of  American  Art,  1995),  26,  51, 
141;  Barbara  J.  Bloemink,  The  Life  and  Art  of  Florine  Stettheimer 
(New  Haven:  Yale  University  Press,  1995),  200-202  (as  Flowers 
with  Snake:  Birthday  Bouquet  [Flowers  with  Snake]). 


226 


Gilbert  Stuart  (1755-1828) 
Edward  Parker  of  Browsholme,  c.  1787 

Oil  on  can\  as 

30'yi6  X  25  in,  (76.7  X  63,5  cm) 
Purchase:  Nelson  Trust,  32-103 

Technical  Notes 

The  fine,  tightly  woven,  plain-weave  canvas  has  been  lined  using  a 
glue-based  adhesive,  causing  an  cn'erall  enhancement  of  the  can- 
vas weave.  Although  the  tacking  margins  ha\'e  been  removed,  a 
few  tack  holes  on  the  bottom  cind  left  edges,  a  cusping  pattern  on 
the  bottom  and  top  edges,  the  fact  that  the  ground  laver  does  not 
continue  to  the  top  edge,  and  the  centered  oval  composition  all 
indicate  that  the  dimensions  have  not  been  significantly  altered, 
if  at  all.  The  canvas  may  have  been  commerciallv  primed  v\ath  the 
thin,  even,  opaque,  light  gray  ground,  over  which  Stuart  applied  an 
opaque,  dark  brown  imprimatm'a.  A  few  fine  hatching  paint  strokes 
beneath  the  proper  right  jawline,  proper  left  cheekbone,  above 
the  lip,  and  at  the  corner  of  the  mouth  may  relate  to  an  under- 
drawing. The  portrait  was  rendered  with  lavers  of  opaque  paint 
and  transparent  glazes.  The  consistency  of  the  paint  was  generally 
thin  and  fluid,  and  the  canvas  weave  texture  is  prominent  overall. 
Stuart  appears  to  have  adjusted  the  shape  of  the  jacket  collar.  A 
few  localized  mechanical  cracks  have  developed  on  tlie  collar  and 
forehead.  A  small  scratch  in  the  paint  and  ground  is  located  on  the 
proper  left  arm.  Musemn  consei-vation  staff  treated  the  painting  in 
1942,  at  which  time  a  discolored  vamish  and  areas  of  retouch  were 
removed,  a  natural  resin  varnish  was  applied,  retouch  was  applied 
throughout  the  background  to  the  lower  left  edge  and  surrounding 
the  head,  and  the  stretcher  was  expanded  sUghtly.  The  retouch  is 
now  unsaturated  and  \isually  distracting,  and  the  varnish  appears 
to  be  somewhat  discolored. 


Provenance 

To  Edward  Parker  (the  sitter),  Browsholme,  Yorkshire,  Eng., 
c.  1787;  to  John  Parker  (son  of  the  sitter),  Marshfield,  Yorkshire, 
Eng.,  by  descent,  1794;  to  Thomas  Lister  Parker  (grandson  of  the 
sitter),  by  descent,  1797;  to  the  Reverend  John  Fleming  Parker 
(grandson  of  the  sitter  and  cousin  of  Thomas  Lister  Parker),  1858; 
to  Catherine  Lister  Parker  (wdow  of  John  Eleming  Parker,  later 
Mrs.  Willoughby  J.E.  Rooke),  by  bequest,  1862;  to  the  family  of 
Catherine  Lister  Parker,  c.  1873;  (R.  Langton  Douglas,  London); 
to  (M.  Knoedler  &  Co.,  London  and  New  York,  and  T.  H.  Robin- 
son, London,  1920);  to  (M.  Knoedler  &  Co.,  New  York,  1920);  to 
(John  Lev)-'  Galleries,  New  York,  1920);  to  Albert  R.  Jones,  Kansas 
City,  Mo.,  1923;  to  NAMA,  1932. 

Exhibition 

John  Herron  Art  Museum,  Lidianapolis,  Retrospective  Exhibition 
of  Poi~t raits  hi/  Gilhei~t  Stiiai-t,  175,5-1828,  1  Januaiy-8  Februaiy 
1942,  no.  4  (as  Sir  Edward  Parker). 

References 

Lawrence  Park,  Gilheii-  Stiiaii-;  An  Ilhistrated  Descriptive  List  of 
His  Works  Compiled  hij  Laivrence  Park;  with  an  Account  of  His 
Life  John  Hill  Mon^an  and  an  Appreciation  hi/  Roi/al  Coiiis- 
soz  (New  York:  Wilham  Ed\\an  Rudge,  1926),  2:568-69,  4:369; 
"The  Ac(|uisitions,"  Aii  Digest  8  (1  December  1933),  16,  22  (as 
Sir  Edward  Parker);  "The  William  Rockhill  Nelson  Galleiy  of  Art: 
Complete  Catalogue  of  Paintings  and  Drawdngs,"  Arf  News  32 
(9  December  1933),  28,  65  (as  Sir  Edward  Parker);  NAMA  1933, 
121,  125,  138  (as  Sir  Edward  Parker);  NAMA  1941,  153  (as  Sir 
Edward  Parker),  166  (as  Portrait  of  Sir  Edward  Parker);  Retro- 
spective Exhibition  of  Portraits  bij  Gilbert:  Stuart,  i'/^^-i828,  exh. 
cat.  (Lidianapolis:  John  Herron  Art  Museum,  1942),  unpaginated 
(as  Sir  Edward  Parker);  "Art  Sets  Fashion  Key:  Paintings  to  Be 
Displayed  ni  Mindlin's  Stv'le  Event,"  Kr/fi.sr/.s  Citij  Star,  [1948],  clip- 
ping, Scrapbook,  NAMA  Archives  (as  Sir  Edward  Parker);  NAMA 
1949,  199  (as  Sir  Edward  Parker);  Charles  Merrill  Mount,  Gilbert 
Stuart.:  A  Biograpluj  (New  York:  W.W.  Norton  &  Company,  1964), 
361;  NAMA  1973,  255  (as  Sir  Edward  Parker). 
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Gilbert  Stuart  (1755-1828) 

The  Right  Honorable  John  Foster,  c.  1790-91  -f 

Oil  on  canvas 

83%  X  59%  in.  (212.4  X  1,52.1  cm) 
Purchase:  Nelson  Trust,  30-20 

Technical  Notes 

The  plain-weave  canvas  has  been  Uned  twdce,  first  using  a  gkie  mix- 
ture, then  with  a  wtix-based  adhesive.  These  finings  flattened  areas 
of  impasto  and  rendered  the  canvas  weave  more  pronounced.  The 
tacking  margins  have  been  removed  and  the  edges  covered  with 
retouch,  making  it  impossible  to  determine  whether  the  dimensions 
are  original.  Over  the  thick,  opac^ue,  beige  ground,  Stuart  applied  a 
thin,  medium  brown  wash  to  the  background,  and  possibly  overall. 
Infrared  reflectography  (IRR)  reveals  loose  paint  strokes  that  out- 
fine  the  elements  of  the  composition.  Stuart  painted  the  portrait 
indirectly  with  opaque  paint  and  transparent  glazes.  The  painting 
is  thinly  painted  overall,  but  high  impasto  is  evident  in  places.  Paint 
that  remains  visible  beneath  the  thinly  painted  background  reveals 
that  Stuart  raised  the  proper  left  sleeve  slightly  and  probably  also 
reduced  the  decorative  gold  design  on  the  top  of  the  proper  left 
arm  and  repositioned  the  tip  of  the  middle  finger.  Under  IRR  sev- 
eral parallel  diagonal  brushstrokes  that  do  not  correspond  to  the 
final  composition  appear  in  the  upper  right  (quadrant,  near  the  left 
column;  in  addition,  the  width  of  the  proper  right  shoulder  and 
arm  appears  to  have  been  reduced.  Slightly  cupped  mechanical 
cracking  is  evident  overall,  and  prominent  stretcher,  traction,  and 
impact  cracks  have  also  developed.  There  is  a  considerable  amount 
of  paint  abrasion — much  of  it  covered  by  retouch — particularly  in 
the  lower  half  of  the  painting.  Museum  conservatioTi  staff  treated 
the  painting  three  times,  most  recently  in  1986.  During  this  treat- 
ment, a  layer  of  surface  grime  and  powdered  varnish  was  removed, 
a  synthetic  varnish  was  appfied,  pronounced  cracks  and  discolored 


retouch  were  toned,  and  the  stretcher  was  expanded  slightly  to 
increase  the  canvas  tension. 

Provenance 

To  John  Foster  (the  sitter);  to  Thomas  Hemy  Foster  (later  Thomas 
Skeffington,  son  of  the  sitter),  by  descent,  1828;  to  John  Skeffington 
(grandson  of  the  sitter),  by  descent,  1843;  to  ClotAvorthy  John  Eyre 
Foster  Skeffington  (great-grandson  of  the  sitter),  by  descent,  1863; 
to  Major  Algernon  William  John  Clotworthy  Skeffington  (great- 
great-grandson  of  the  sitter),  Collon,  County  Louth,  Ireland,  by 
descent,  1905;  to  (R.  Langton  Douglas,  London);  to  (M.  Knoedler 
&  Co.,  London  and  New  York,  and  Scott  &  Fowles,  London,  Feb- 
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Related  Work 

Charles  Howard  Hodges  after  Gilbert  Stuart, /o/in  Foster,  1791, 
mezzotint,  22'/2  x  is'/s  in.  (57.2  x  38.5  cm).  National  Galleiy  of 
Ireland,  Dublin. 

Exhibitions 

National  Galleiy  of  Art,  Washington,  D.C.,  and  Rhode  Island 
School  of  Design  Museum  of  Art,  Gilbert  Stuart,  Portraitist  of  the 
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Stuart,  18  October  2004-31  July  2005  (traveled),  no.  20. 
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Gilbert  Stuart  (1755-182S) 
Dr.  WiUiani  Aspin  wall,  c.  1815  + 

Oil  on  panel 

28%  X  22'yi6  in.  (72.7  X  57.9  cm) 

Gift  of  Esmee  unci  Sheplierd  Brooks,  81-35 

Technical  Notes 

Stuart  scored  the  thin  mahogany  panel  from  upper  right  to  lower 
left,  then  applied  an  opac^ue,  light  gray  ground  in  the  opposite  direc- 
tion, to  simulate  the  appearance  of  a  t\\nl\  canvas.  Paint  and  ground 
layers  are  visible  on  all  four  edges,  indicating  that  the  dimensions 
are  original.  Stuart  appears  to  have  underpainted  the  face  with 
light  gray-green  paint  that  remains  visible  in  the  final  composition. 
Infrared  reflectography  reveals  a  few  faint  paint  strokes  around  the 
eyes  that  suggest  an  underdrawing.  The  portrait  was  rendered  with 
opaque  paint  and  a  few  semitransparent  red-brown  paint  strokes 
that  define  the  shadows  and  outline  facial  features.  The  paint  layer 
is  thin  with  a  fluid  paste  consistency.  A  few  brushstrokes  of  white 
hair  near  the  proper  left  ear  were  o\'erpainted  \\dth  flesh-colored 
paint,  and  Stuart  lowered  the  edge  of  the  chin  slightly  The  white 
paint  of  the  collar  remains  visible  beneath  the  flesh-tone  paint. 
Two  thickly  painted  circles  beneath  the  lower  portion  of  the  Jacket 
may  be  ovei-painted  buttons.  One  veiy  small  area  of  warping  has 
occurred  in  the  upper  right  (quadrant  of  the  panel.  One  vertical 
mechanical  crack  that  relates  to  the  wooden  panel  is  located  on 
the  upper  left  edge.  There  is  a  small  amount  of  paint  abrasion  on 
the  lower  left  corner.  Numerous  small  areas  of  retouch  are  scat- 
tered throughout.  The  varnish,  which  is  probably  synthetic,  has  a 
moderately  high  sheen. 

Provenance 

To  Lewis  and  Susanna  Aspinwall  Tappan  (son-in-law  and  daugh- 
ter of  the  sitter),  New  York,  c.  1815;  to  William  Aspinwall  Tappan 
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(grandson  of  the  sitter),  Brookline,  Mass.,  by  descent,  1873;  to 
Maiy  Aspinwall  Tappan,  Boston,  and  Ellen  Sturgis  Tappan  Dixey, 
Boston  (great-granddanghters  of  the  sitter),  by  bequest,  1905;  to 
Maiy  Aspinwall  Tappan,  Boston,  and  Rosamond  Sturgis  Dixey 
Brooks  (great-great-granddaughter  of  the  sitter),  Brookline,  Mass., 
by  bequest,  1924;  to  Shepherd  Brooks  (great-great-great-grandson 
of  the  sitter),  Cambridge,  Mass.,  by  bequest,  1948;  to  NAMA, 
1981.  [Note:  When  Mrs.  Dixey  died  in  1924  she  willed  her  half 
of  the  painting  to  Rosamond  Brooks,  but  Maiy  Tappan  owned  her 
portion  until  her  death  in  1941.] 

Exhibitions 

Boston  Athenaeum,  Exhibition  of  Portraits  Painted  by  tJie  Late 
Gilbert  Stiiaii:,  Esq.,  1  August-8  September  1828,  no.  158  (as 
Dr.  Aspiincall);  Boston  Medical  Libraiy,  ["Loan  Collection  of  Por- 
traits"], December  1878,  no  cat.;  Boston  Art  Club,  Loan  Exhibit 
of  Earhj  American  Poiiraits,  4-25  November  1911,  no.  47; 
Museum  of  Fine  Arts,  Boston,  Gilbert  Stuart  Memorial  Exhibition, 
24  October-9  December  1928,  no.  7;  Nelson-Atkins  Museum  of 
Art,  Kansas  City,  Mo.,  A  Bountiful  Decade:  Selected  Accjuisitions, 
igyy-igSy,  14  October-6  December  1987,  no.  72. 
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Walter  Stuempfig  (1914-1970) 
The  Monument,  c.  1947-49  + 

Oil  on  canvas 

26'/s  X  40V1K  in.  (66.4  X  101.7  ™) 
Signed  lower  left:  Stuempfig 

Gilt  of  the  II.  V.  jone.s  Memorial  Fund  in  memoiy  of  Herbert  V.  Jones 
through  tlie  Friends  of  Art,  49-66 

Technical  Notes 

The  fine,  tightly  woven,  medium-weight,  plain-wea\-e  cainiis  has 
numerous  slubs  and  irregularities  and  is  unlined.  The  painted  pic- 
ture surface  does  not  continue  to  the  intact  tacking  edges,  indicat- 
ing that  the  dimensions  are  original.  The  can\'as  was  commercialK' 
piimed  with  an  opaque,  off-white  ground,  ()\-er  which  Stuempfig 
appears  to  ha\'e  applied  an  opaque,  medium  gray-green  impri- 
matura  and  possibly  a  layer  of  opa(|ue,  light  gray  paint.  Lifrared 
refiectographx'  (IRR)  reveals  an  underdrawing,  probably  in  graph- 
ite, located  beneath  the  sidewalk  and  the  edges  of  the  monu- 
ment. Stuempfig  painted  the  scene  indirectly  using  opa(|ue  paint 
and  transparent  glazes.  The  consistency  of  die  paint  ranges  from 
thick  and  pastelike  to  thin  and  fluid.  The  canx'as  weave  texture 
is  prominent.  Low  impasto  is  located  primarily  in  the  lower  hah 
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of  the  composition.  Several  fingerprints  are  visible  on  the  right 
side  of  the  monument,  near  the  horizon  line.  Thick  strokes  in  the 
underlying  paint  reveal  several  major  changes  by  the  artist,  includ- 
ing two  buildings  abo\'e  and  behind  the  monument,  the  sizes  of 
which  raise  the  possibility  of  their  being  related  to  an  earlier  com- 
position rather  than  a  change.  IRR  reveals  that  Stuempfig  lowered 
the  sidewalk  on  the  right  side,  reduced  the  size  of  the  white  sign 
on  the  pole  at  left,  and  painted  over  a  second  dark  vertical  shape, 
possibly  a  second  pole,  which  once  stood  bet\A/een  two  ovei"painted 
figures  on  the  left  edge.  He  also  painted  over  a  bag  or  coiled  rope 
at  the  base  of  the  pole.  A  third  ovei-painted  figure  on  the  right  side 
of  the  composition  bends  toward  the  ground  and  appears  to  be 
holding  or  lifting  a  piece  of  cloth.  Stretcher  cracks  are  visible  on 
the  top  and  right  edges.  Fine  t]-action  cracks  have  formed  in  the 
green  paint  on  the  right  side.  Undulations  of  the  canvas  are  visible 
on  the  upper  right  edge.  The  varnish,  which  is  probably  natural 
resin,  is  uneven  and  discolored.  The  outermost  edges  show  a  small 
amount  of  frame  abrasion. 

Provenance 

To  (Durlacher  Brothers,  New  York,  by  1949);  to  NAMA,  1949. 
Exhibitions 

Durlacher  Brothers,  New  York,  Walter  Stuempfig,  29  November- 
24  December  1949,  no.  27;  Kansas  State  College,  Manhattan,  Fine 
Arts  Festival,  23  April-3  May  1953,  no  cat.;  William  Rockhill  Nel- 
son Gallery  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Mo.,  The  Friends  of  Ai~t  in  Retrospect,  December  1953,  no 
cat.;  Fort  Worth  Art  Center,  Stuenipfg,  26  Februaiy-8  April  1962, 
no.  8;  Hax  Art  Center,  Saint  Joseph,  Mo.,  18  April-2  May  1965,  no 
cat.;  Kansas  City  Public  Libraiy,  Kans.,  July-August  1968,  no  cat.; 
Albrecht  Art  Museum,  St.  Joseph,  Mo.,  American  Ai-t  from  the 
Nelson  Gallery,  1  November  1976-31  January  1977,  no  cat. 
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Walter  Stuempfig  (i914-1970) 
Still  Life  with  Plums,  1953 

Oil  on  canvas 

i6Vh  X  20I/16  in.  (41  X  51  cm) 

Signed  right  edge,  center:  w.  STUEMPFIG 

Bequest  ofThelniaW.  Frick,  F99-:3o/i 

Technical  Notes 

The  coarse,  heavyweight,  plain-weave  canvas  contains  numerous 
slubs  and  irregularities  and  is  unlined.  The  painted  picture  surface 
does  not  continue  to  the  intact  tacking  edges,  indicating  that  the 
dimensions  are  original.  The  canvas  was  commercially  primed  v-ath 
opaque,  light  beige  ground.  Green  paint  visible  below  the  paint 
on  the  right  side  and  green  paint  across  the  bottom  edge  suggest 
that  Steumpfig  overpainted  an  earlier  landscape.  In  addition,  he 
appears  to  have  drav^ni  an  eagle  wdth  graphite  near  the  center  of  the 
top  edge,  then  covered  it  with  the  present  composition.  Stuempfig 
appears  to  have  underpainted  the  tablecloth  and  fruit  with  a  red- 
brown  wash  and  the  uppei-  half  of  the  painting  with  a  medium 
brown  wash.  The  painting  is  directly  rendered  in  opaque  paint 
\vdth  a  pastelike  consistency.  Under  magnification,  the  light  yellow- 
green  paint  that  highlights  the  fruit  is  applied  over  mechanical 
cracks  and  indicates  that  Stuempfig  reworked  the  still  life  at  a  later 
date.  A  small  amount  of  pinpoint-size  paint  loss  is  located  in  the 
bottom  left  corner.  Stretcher  cracks  and  fine  mechanical  cracks 
have  developed  overall.  There  is  frame  abrasion  on  the  edges.  A 
small  canvas  draw  has  formed  on  the  bottom  left  corner,  and  a 
small  concave  indentation  is  visible  in  the  upper  right  quadrant. 
The  varnish,  which  is  probably  synthetic,  is  uneven  and  has  a  mod- 
erately high  sheen. 

Provenance 

Fred  C.  and  Thelma  W.  Frick,  Kansas  City,  Mo.,  by  1962;  to 
Thelma  W.  Frick,  Kansas  City,  Mo.,  1980;  to  estate  of  Thelma  W. 
Frick,  Kansas  City,  Mo.,  1999;  to  NAMA,  1999. 
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Exhibition 

Fort  Worth  Art  Center,  Stiieinpfifi,  26  Februaiy-S  April  1962, 
no.  22. 

Reference 

Sfuempfig,  exh.  cat.  (Fort  Wortli:  Fort  Worth  Art  Center,  1962), 
unpaginated. 


Thomas  Sully  (i7S3-is72) 

Mrs.  James  Gore  King  (Sarah  Rogers  Grade  King), 
Wife  of  "The  Gold  Beater"  1831  -f 
{Mrs.  J.  Kina) 

Oil  oil  canvas 

3o'/iB  X  2.qV\  in.  (76.4  X  74.3  cm) 
Signed  and  dated  lower  left:  TS.  1831 
Purchase:  Nelson  Trust,  51-47 

Technical  Notes 

The  tight,  twill-weave  canvas  has  been  lined  using  a  wax-based 
adhesive.  It  was  probablv  commerciallv  primed  with  a  thin, 
opaque,  off-white  ground.  Sully  appears  to  have  underpainted  the 
face  and  upper  body  with  an  opaque,  black  paint  before  painting 
the  portrait  indirectly  with  painterly  brushwork,  opacjue  paint,  and 
a  few  transparent  glazes.  The  consistency  of  the  paint  is  primar- 
ily tliin  and  fluid,  but  there  are  a  few  thick  paint  strokes  with  low 
impasto  in  the  highlight  of  the  bonnet  and  in  the  clothing.  Infrared 
reflectography  suggests  that  Sully  adjusted  the  proper  left  collar  of 
the  dress  slightly.  A  fine  craquelure  pattern  has  developed  in  the 
face  and  body.  There  appear  to  be  spiral  cracks  on  each  side  of 
the  face.  Stretcher  cracks  are  prominent.  A  vertical  scratch  in  the 
paint  is  located  in  the  upper  left  background,  and  a  thin  diagonal 


scratch  is  visible  on  the  blouse,  both  covered  by  matte  and  discol- 
ored retouch.  Se\  eral  splits  in  the  original  canvas  are  visible  at  the 
junction  of  the  picture  surface  and  tacking  margins,  but  these  splits 
are  stabilized  by  the  lining.  There  appear  to  be  numerous  pinpoint- 
size  splatters  or  accretions  on  the  lower  right  edge.  The  varnish, 
which  is  probablv  synthetic,  has  a  moderately  high  sheen. 

Provenance 

To  James  Gore  and  Sarah  Rogers  Gracie  King  (the  sitter  and  her 
husband).  New  York,  1831;  Louis  H.  Reeves  Sr.,  Kansas  City,  Mo.; 
to  Louis  II.  Reeves  Jr.,  Kansas  Citv,  Mo.,  by  descent;  to  NAMA, 

1951- 

Exhibition 

Nelson-Atkins  Museum  of  Art,  Kansas  Cits',  Mo.,  Tliose  Beguil- 
ing Womeiu  27  September-30  October  1983,  no.  22  (as  Poi~trait  of 
Mrs.  J.  King,  Wife  of  the  "Gold  Beater"). 
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"Account  of  Pictures  Painted  bv  Thomas  Sully,"  Thomas  SulK' 
Journal,  1792-93  and  1799-1846,  Archives  of  Ameiican  Art, 
Smithsonian  Institution,  microfilm  reel  N18,  frames  35,  350  (as 
Mrs.  King  [Consoi~t  J.  King  Gold  Beater]);  Thomas  Sully  Register 
[account  of  pictures  painted  by  Thomas  Sully],  1801-71,  unpagi- 
nated (as  Mrs  Ki)ig  [Consoi-t  J.  King,  Goldbeater]);  Charles  Hemy 
Hart,  "Thomas  Sully's  Register  of  Portraits,  1801-1871,"  Penn- 
syhania  Magazine  of  Historij  and  Biography  32  (1908),  63  (as 
Mrs.  King,  "Consort  of ]  King,  Gold  Beater"):  Charles  Hemy  Hart, 
A  Register  of  Portraits  Painted  htj  Thomas  Snlhj,  i8o8-i8ji  (Phila- 
delphia: Charles  Ileni-v  Hart,  1909),  96  (as  Mrs.  King,  "Consort  oj 
J  King,  Gold  Beater");  Edward  Biddle  and  Mantle  Fielding,  The 
Tife  and  Works  of  Thomas  Siilli/,  i-/82-i8j2  (1921;  Charleston, 
S.C.:  Garnier  &  Company,  1969),  198  (as  Mrs.  J.  King);  NAMA 
1959,  257  (as  Mrs.  J.  King);  NAMA  1973,  255  (as  Mrs.  J.  King); 
Ross  Taggart,  "American  Paintings  in  the  Nelson-Atkins  Museum 
of  Art,  Kansas  Cit)',  Missouri,"  Anticjues  122  (November  1982), 
1030  (as  Mrs.  J.  King);  Those  Beguiling  Women,  exh.  cat.  (Kansas 
Citv,  Mo.:  Nelson-Atkins  Museum  of  Art,  1983),  8,  22  (as  Por- 
trait of  Mrs.  J.  King,  Wife  of  die  "Gold  Beater");  NAMA  1991, 
32-33  (as  Mrs.  James  Gore  King  [Sarah  Rogers  King],  Wife  of 
"The  Gold  Beater");  NAMA  1993a,  232  (as  Portrait  of  Mrs.  James 
Gore  King). 
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Henry  Ossawa  Tanner  (1859-1937) 
The  Young  Sahot  Maker,  1895  -f 

Oil  oil  canvas 

47%  X  35yH  in.  (120.3  ^  ^9-9 

Signed  and  dated  lower  left:  II.  o.  TANNER  /  1895 

Purchase:  the  George  H.  and  Elizabetli  O,  Davis  Fnnd  and  partial 

gift  of  an  anonymous  donor,  95-22 

Technical  Notes 

The  fine,  plain-weave  canvas  has  been  fined  using  a  gkie-based 
adhesive,  enhancing  the  can\'as  weave.  Since  the  stretcher  appears 
to  be  original,  it  is  unlikely  that  the  dimensions  have  been  altered. 
Over  the  opaque,  off-white  ground.  Tinner  appears  to  have 
marked  the  dimensions  of  the  painting  using  an  opaque,  pui-ple 
paint,  and  these  paint  strokes  are  visible  on  the  bottom  and  left 
edges.  Turner  used  fine,  incised,  horizontal  and  diagonal  perspec- 
tive lines  to  achieve  the  floor  pbittern  ci-eated  by  the  hexagonal 
tiles.  He  painted  The  Yoiina  Sahot  Maker  indirectly  using  opaque 
paint,  transparent  glazes,  and  loose  brushwork.  For  the  most  part, 
the  composition  was  thinlv  painted  with  a  few  areas  of  low  to  mod- 
erate impasto,  especially  in  the  foreground.  Somewhat  cupped 
mechanical  cracks  have  developed  in  the  paint  and  ground  layers. 
Stretcher  cracks  are  visible  near  the  edges  and  in  the  center  of  the 
painting  over  the  central  crossbar.  Localized  areas  of  extremely 
fine  craquelure  are  \asible  on  the  boy's  face,  the  clothing  of  both 
figures,  and  in  the  background.  Museum  consen-ation  staff  treated 
the  painting  in  1995,  at  which  time  synthetic  varnish,  retouch,  and 
fills  were  removed,  paint  losses  and  abrasion  were  filled,  toned, 
and  retouched,  and  a  natural  varnish  was  applied. 

Provenance 

To  Bishop  Benjamin  and  Sarah  Efizabeth  Mifler  Tanner  (parents 
of  the  artist),  Kansas  City,  Kans.,  1S98;  to  Sadie  T.  M.  Alexander 


(niece  of  the  artist),  Philadelphia,  by  descent,  by  1970;  to  private 
collection,  Washington,  D.C.,  by  descent;  to  (Michael  Rosenfeld 
Galleiy,  New  York,  1995);  to  NAMA,  1995. 

Related  Works 

Study  for  TJie  Yoa/ig  Sahot  Maker,  1893,  pastel  and  ink  on  paper 
mounted  on  paperboard,  10%  x  8%  in.  (26.3  x  21.2  cm),  Smith- 
sonian American  Art  Museum,  Washington,  D.C.;  Study  for  The 
Young  Sahot  Maker,  1893,  watercolor  and  gouache  on  paper, 
i5'/4  X  lo'Via  in.  (38.7  x  25.9  cm).  Metropolitan  Museum  of  Art, 
New  York;  Study  for  Tlw  Young  Sahot  Maker,  c.  1894-95,  "il 
canvas,  16V4  x  13  in.  (41.3  x  33  cm),  Smithsonian  American  Art 
Museum,  Washington,  D.C.;  Study  for  TJje  Young  Sabot  Maker, 
1895,  ofl  on  canvas  (verso  of  TJie  Thankful  Poor,  c.  1894),  41  x 
35  in.  (104.1  X  88.9  cm),  private  collection. 

Exhibitions 

Societe  des  Artistes  Frangais,  Paris,  Salon  de  i8qs,  1  May-June 
1895,  no.  1796  (as  Le  jeune  sabotier);  Pennsylvania  Academy  of  the 
Fine  Arts,  Philadelphia,  Sixtij-fifth  Awiual  Exhibition,  23  Decem- 
ber 1895-22  Februan-'  1896,  no.  318;  Frederick  Douglass  Insti- 
tute, Washington,  D.C.,  in  collaboration  with  National  Collection 
of  Fine  Arts,  Smithsonian  Institution,  Washington,  D.C.,  The 
Ai~t  of  Henry  O.  Tanner  (185Q-1Q37),  23  July  1969-3  Januaiy 
1971  (Smithsonian  Institution  National  Collection  of  Fine  Arts, 
Washington,  D.C.,  and  Philadelphia  Museum  of  Art  only),  no.  9 
(as  The  Young  Sabot  [Wooden  Shoe]  Maker);  School  District  of 
Philadelphia,  Board  of  Education,  Afro-American  Art  Exhibit, 
5-29  December  1969,  no  cat.;  Philadelphia  Museum  of  Art,  Henry 
Ossawa  Tanner,  20  JanuaiT  1991-1  March  1992  (traveled),  no.  34; 
Michael  Rosenfeld  Galleiy,  New  York,  Exultations:  African- 
American  Aii,  20th  Century  Mastencorks,  H,  1  Februaiy- 20  August 
1995  (Michael  Rosenfeld  GaUen;  New  York,  only),  unnumbered; 
Nelson-Atkins  Museum  of  Art,  Kansas  City,  Mo.,  Across  Conti- 
nents and  Cultures:  The  Art  and  Life  of  Henry  Ossawa  Tanner, 
25  June  1995-28  April  1996  (traveled),  no.  18. 
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Sabot-Maker);  Explication  dcs  Ouvrages  de  Peinture,  Sculj)ture, 
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(August  1897),  644  (as  Sahoi  Maker)-  Helen  Cole,  "Heniy  O.  Tan- 
ner," BriisJi  and  Pencil  6  (June  1900),  98  (as  Tlie  Sabot  Maker); 
W.  S.  Scarborough,  "HeniT  Ossian  [sic]  Tanner,"  Southern  Work- 
man 31  (December  1902),  665  (as  The  Sabot  Makers);  Florence  L. 
Bentley,  "Hem-v  O.  Tanner,"  Voice  3  (November  1906),  480  (as 
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Fleniy  O.  Tanner:  Washington  Exliibition  Pays  Tribute  to  America's 
First  Major  Black  Artist,"  Eboni/  24  (October  1969),  61;  Marcia  M. 
Mathews,  Henry  Ossawa  Tanner,  American  Artist  (Chicago: 
University  of  Chicago  Press,  1969),  71,  74;  The  Art  of  Henry  O. 
Tanner  (iS^g-iQSy),  exli.  cat.  (Washington,  D.C.:  Frederick  Doug- 
lass Institute,  1969),  23,  26-27,  60  (as  The  Young  Sabot  [Wooden 
Shoe]  Maker);  Henry  O.  Taivien  An  Afro-American  Romantic 
Realist  (iS^g-igsy),  exh.  cat.  (Atlanta:  Spelman  College,  1969), 
unpaginated;  "The  Hemy  O.  Tanner  Comiuemorative  Medal 
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rent, "The  Negro  in  World  Histoiy:  Hemy  Ossawa  Tanner,"  Tues- 
day Magazine  (Baltimore),  Januaiy  1971,  lo;  Joseph  T.  Butler, 
"The  American  Way  with  Art,"  Connoisseur  176  (March  1971), 
207-8;  Judith  Wragg  Chase,  Af^o- American  Art  and  Craft  (New 
York:  Van  Nostrand  Reinhold  Co.,  1971),  106  (as  Tlie  Sabot  Mak- 
ers); The  Art  of  Henry  Ossawa  Taiuwr  (i8sg-ig:;^y),  exh.  cat.  (Glen 
Falls,  N.Y.:  Flyde  Collection,  1972),  15,  19  (as  The  Young  Sabot 
[Wooden  Shoe]  Maker);  Elsa  Honig  Fine,  The  Afro-Anwricxni  Art- 
ist: A  Search  for  Identity  (New  York:  Holt,  Rinehait  and  Winston, 
1973),  69;  Theresa  Dickason  Cederholm,  ed.,  Afro-American  Art- 
ists: A  Bio-bibliographical  Directory  (Boston:  Trustees  of  the  Bos- 
ton Public  Libraiy  1973),  272  (as  The  Sabot  Maker);  David  Driskell 
and  Leonard  Simon,  Two  Centuries  of  Black  American  Art',  exh. 
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County  Museum  of  Art,  1976),  53;  Lynda  Roscoe  Hartigan,  Sharing 
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192,  ill.  (oil  study);  Naurice  Frank  Woods  Jn,  "Insuperable  Obsta- 
cles: The  Impact  of  Racism  on  the  Creative  and  Personal  Develop- 
ment of  Four  Nineteenth-Centuiy  African-American  Artists," 
Ph.D.  diss.,  Union  Institute,  Cincinnati,  Ohio,  1993,  ■;^'z-z;  African- 
American  Artists,  i88o-ig8y:  Selections  front  tlie  Evans-Tibhs 
Collection,  exh.  cat.  (Washington,  D.C.:  Smithsonian  Institution 
Traveling  Exhibition  Seiwice,  in  association  wdth  University  of 
Washington  Press,  1989),  23;  Lois  Marie  Fink,  American  Art  at  the 
Nineteenth-Century  Paris  Salons  (Washington,  D.C.:  Smithsonian 
Institution,  1990),  395  (as  Le  jeune  sabolier  [sic]);  A.E.  Ledes, 
"Hemy  Ossawa  Tanner,  African- American  Artist,"  Antiques  139 
(Januaiy  1991),  50;  Michael  Brenson,  "For  Tanner,  Light  Was 
Love,"  New  York  Times,  17  Februan'  1991,  H35;  Sharon  Kav  Skeel, 
"A  Black  American  in  the  Paris  Salon,"  American  Heritage  42 
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Rae  Alexander-Minter,  Henrij  Ossawa  Tanner,  exh.  cat.  (Philadel- 
phia: Philadelphia  Museum  of  Art,  1991),  39,  128-31,  299;  Rege- 
nia  A.  Periy,  Free  within  Ourselves:  African- American  Artists  in 
the  Collection  of  the  National  Museum  of  American  Art,  exli.  cat. 
(Washington,  D.C.:  National  Museum  of  American  Art,  Smithson- 
ian Institution,  1992),  160;  Albert  Boime,  "Heniy  Ossawa  Tanners 
Subversion  of  Genre,"  Art  Bulletin  75  (September  1993),  424,  426, 
fig.  14;  Marcia  M.  Mathews,  Henry  Ossawa  Tanner:  American  Art- 
ist (Chicago:  University  of  Chicago  Press,  1994),  71,  74;  "Hemy  O. 
Tanner  Exhibition  at  Nelson-Atkins,"  Antiques  &  Auction  News, 
16  )une  1995,  28;  "Hemy  Ossawa  Tanner,"  Wednesday  Magazine 
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His  Painting,"  Christian  Science  Monitor,  11  August  1995,  lo; 
Exultations:  African-American  Art,  20th  Century  Mastencorks,  H, 
exh.  cat.  (New  York:  Michael  Rosenfeld  Galleiy,  1995),  4-5,  48; 
Dewey  F.  Mosby,  Across  Continents  and  Cultures:  The  Art  atul 
Life  of  Henry  Ossawa  Tanner,  exh.  cat.  (Kansas  Cit)',  Mo.:  Nelson- 
Atkins  Museum  of  Art,  1995),  30,  36-37,  65,  90;  Sabrina  L.  Miller, 
"Black  Artist  at  Last  Gets  Due  on  Histoiy 's  Canvas,"  Chicago  Tri- 
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ist Found  Acceptance  in  Europe  of  1890,"  Chicago  Sun-Ti)nes, 
21  Januaiy  1996,  9;  Alan  G.  Artner,  "Beyond  Heritage:  Tanner's 
Works  Owe  Much  to  European  Ideas,"  Chicago  Tribune,  11  Feb- 
ruaiT  1996,  sec.  7,  6;  Julie  Aronson,  "Important  Tanner  Painting 
Acquired."  Calendar  of  Events  (Nelson-Atldns  Museum  of  Art), 
November  1996,  1-2;  A.  Scharnhorst,  "Ten  Treasures  of  Kansas 
City,"  Star  Magazine  (Kansas  City,  Mo.),  1  December  1996,  adver- 
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ington:  Indianapolis  Museum  of  Art,  1996),  18;  Ciystal  A.  Britton, 
African  Aniericati  Art:  The  Long  Struggle  (New  York:  Smithmark 
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IlUnois  Press,  1997),  42;  Amy  Kurtz,  "'Look  Well  to  the  Ways  of  the 
Household,  and  Eat  Not  the  Bread  of  Idleness':  Indi\idual,  Family, 
and  Community  in  Lleniy  Ossawa  Tanner's  S])inning  /;;/  Firelight — 
T]}e  Boijhood  of  George  Washington  Graij^  Yale  University  Aii 
Gallerij  Bulletin,  1997-98,  64n3;  Delia  Crutchfield  Cook,  "Heniy 
Ossawa  Tanner:  An  African  American  Influence  in  Greater  Kansas 
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Frederic  Taubes  (1900-198i) 
Jacob  Wrestling  with  the  Angel,  1944 

Oil  on  canvas 

42  X  33%  in.  (106.7  ^  ^4-^ 
Signed  lower  right:  taubes 

Purchase:  acquired  through  the  Ellen  St.  (Jlair  Bequest,  A44-57 

Technical  Notes 

The  unlined,  heavyweight,  coarse,  plain-weave  can\'as  has  numer- 
ous slubs  and  irregularities  and  is  unlined.  The  painted  picture 
surface  does  not  extend  onto  the  intact  tacking  margins,  indicating 
that  the  dimensions  are  original.  Taubes  probabh'  applied  the  thin, 
opaque,  off-white  ground,  over  which  he  applied  an  opaque,  light 
beige  imprimatura.  He  painted  the  picture  directly,  wet  into  wet, 
with  relatively  fluid  paste  paint.  A  few  palette  knife  applications  are 
evident.  A  small  amount  of  low  to  moderate  impasto  was  formed  in 


the  thicker  paint  strokes.  The  texture  of  the  coarse  canvas  weave 
is  visible  in  thinly  painted  regions.  Mechanical  cracks  have  formed 
overall,  and  a  small  amount  of  traction  cracking  has  developed  near 
the  angel's  proper  left  eye.  A  small  amount  of  retouch  is  located 
at  the  center  of  the  right  edge,  above  the  grass,  and  in  the  shad- 
o\\'s  of  the  angel's  proper  right  knee  and  proper  left  shoulder.  The 
varnish,  which  is  probablv  a  natural  resin,  appears  to  be  slightly 
discolored. 

Provenance 

To  (Associated  American  Artists,  New  York,  1944);  to  NAMA, 
1944. 

Exhibitions 

Carnegie  Institute,  Pittsburgh,  Painting  in  the  United  States, 
1Q4S,  11  October-9  December  1945,  no.  105;  John  Herron  Art 
Museum,  Indianapolis,  ,56Y/z  Annual  Exliihition:  Contemporanj 
America)}  Paintings,  23  December  1945-27  Januaiy  1946,  no.  59; 
Associated  American  Artists  Galleries,  New  York,  Frederic  Taubes, 
15  December  1952-3  fanuaiy  1953;  Dayton  Art  Institute,  Ohio, 
Flight:  Fantasij,  Faith,  Fact;  A  Loan  Exliihition  Conimemorating 
the  Fiftieth  Anniversary  of  Powered  Flight,  ^,90,3-1 95,3,  17  Decem- 
ber 1953-25  April  1954  (traveled),  no.  78;  Saint  Paul  School 
of  Theology,  Kansas  City;  Mo.,  The  Place  of  An  in  the  Modern 
Church,  17  Februaiy-16  March  1963,  no  cat. 

References 

Frederic  Taubes,  "Taubes  Amateur  Page:  Always  a  Beginner," 
American  Ai~tist  8  (October  1944),  24;  photo  caption,  A/t  Digest 
19  (15  December  1944),  13  (as  Jacob  Wrestling  with  the  Angels); 
Dorothy  Grafly,  "The  Carnegie  Show — II,"  Christian  Science 
Monitor,  27  October  1945,  sec.  1,  8;  Lucifle  E.  Morehouse,  "Exhi- 
bition of  ContemporaiT  Ameiican  Paintings  Opens,"  Indianapolis 
Star,  30  December  1948,  28;  Painting  in  the  United  States,  1945, 
exh.  cat.  (Pittsburgh:  Carnegie  Institute,  1945),  unpaginated, 
pi.  lo;  gSth  Annual  Exhibition:  Contemporanj  American  Paint- 
ings, exh.  cat.  (Indianapolis:  John  Herron  Art  Museum,  1945), 
unpaginated;  Fredeiic  Taubes,  Frederic  Taubes  (New  York: 
American  Artists  Group,  1946),  unpaginated;  "Modern  Painters 
Are  Aided  by  the  Friends  of  Art,"  Kansas  City  Star,  13  April  1947, 
9D;  Winifred  Shields,  "A  Special  Collection  of  Works  Is  Growing 
at  Nelson  Gallery,"  Kansas  City  Star,  19  May  1950,  28;  C[hris] 
R[itter],  "Frederic  Taubes,"  Arf  Digest  27  (1  Januaiy  1953),  18; 
Betty  Dietz,  "Exhibition  Traces  Man's  D)-eams  of  Flight  to  Days 
of  Babylonians,"  Dayton  (Ohio)  Daily  News,  16  December  1953, 
D17;  Flight:  Fantasij,  Faith,  Fact;  A  Loan  Exliibition  Commemo- 
ratingthe  Fiftieth  Anniversary  of  Powered  Flight,  1903-1953,  exh. 
cat.  (Davton,  Ohio:  Daxton  Art  Institute  and  the  Dayton  Chamber 
of  Commerce,  1953),  13;  NAMA  1959,  257;  NAMA  1973,  255; 
Marge  Holler  Stephens,  "Man  Finds  Angels  Intriguing,"  Kansas 
City  Star,  23  December  1977,  5. 
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Pavel  Tchelitchew  (1898-1957) 
Fatma,  1956 

Oil  oil  canvas 

45M  X  32yi6  in.  (116.2  X  81.8  cm) 

Signed  and  dated  lower  right:  P.  Tchelitchew.  56  IV 

Gift  of  die  Friends  of  Art,  57-31 

Technical  Notes 

The  fine,  lightweight,  plain-weave  caiivas  contains  runnerous  slubs 
and  irregularities  and  is  unlined.  There  is  no  evidence  ol  paint 
from  the  picture  surface  on  the  tacking  margins,  and  fine  gray- 
painted  lines  mark  the  edges  of  the  composition,  indicating  that 
the  dimensions  are  original.  The  canvas  was  commercially  primed 
with  an  opa(][ue,  light  gray  ground,  over  which  Tchelitchew  applied 
a  medium  red  wash  overall.  Infrared  reflectography  reveals  that  he 
drew  the  complicated  network  of  lines  in  graphite  before  painting 
the  composition.  The  artist  rendered  the  composition  using  thin 
layers  of  opaque,  transparent  and  semitransparent  paint.  The  tex- 
ture of  the  canvas  weave  remains  visible  overall.  He  repositioned 
the  fingers  on  the  proper  right  hand  slightly,  and  their  oiiginal 
position  is  visible  beneath  the  overlying  paint  under  normal  light- 
ing. A  horizontal  line  in  the  lower  right  (quadrant  also  appears 
to  have  been  overpainted.  A  scratch  in  the  upper  left  cpiadrant 
has  left  a  four-inch-long  indentation.  The  painting  appears  to  be 
imvarnished. 

Provenance 

To  R.  Kirk  and  Constance  Askew  Jr.,  New  York,  1957;  to  (Dur- 
lacher  Brothers,  New  York,  1957);  to  NAMA,  1957. 

Exhibitions 

Galerie  Rive  Gauche,  Paris,  Les  Peinitires  Rccentes  dc  Pavel 
Tchelitchew,  6-30  November  1956,  no.  11;  Pennsylvania  Academy 


of  the  Fine  Arts,  Philadelphia,  One  Hundred  and  Fifiij-diird  Annual 
Exhibition:  American  Painting  and  Sculpture ,  26  ]anuai-y-i3  April 
1958,  no.  73  (traveled);  Colorado  Spiings  Fine  Arts  Center,  ISleio 
Accessions  USA,  iggS,  18  June-31  August  1958,  no.  38;  Galleiy 
of  Modern  Art,  New  York,  Pavel  Tchelitchew,  16  March-19  April 
1964,  no.  325. 

References 

"Apres  avoir  passionne  I'Amerique,  un  peintre  des  ballets  russes, 
TcheUtchew,  veut  conqueror  Paris  avec  ses  figures  congues  comme 
des  'paniers  a  salade'  multicolores,"  [1956],  clipping,  NAMA  cura- 
torial files;  Les  Peintures  Recentes  de  Pavel  Tchelitchew,  exh.  cat. 
(Paris:  Galerie  Rive  Gauche,  1956),  unpaginated;  Tchelitchew  to 
P.  J.  K[elleher],  12  April  1957,  NAMA  curatorial  files;  Gallery  News 
(WiUiam  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts)  24  (May  1957),  unpaginated;  One  Hundred  and 
Fifty-third  Annual  Exluhition:  American  Painting  and  Sculpture, 
exh.  cat.  (Philadelphia:  Pennsylvania  Academy  of  the  Fine  Arts,  in 
collaboration  with  Detroit  Institute  of  Arts,  1958),  unpaginated; 
Neic  Accessions  USA,  1Q58,  exh.  cat.  (Colorado  Springs:  Colorado 
Springs  Fine  Arts  Center,  1958),  unpaginated;  NAMA  1959,  148, 
257;  Parker  Tyler,  "Tchelitchew:  The  Melancholy  of  Anatomy,"  Art 
News  63  (April  1964),  38,  56;  Pavel  Tchelitchew,  exh.  cat.  (New 
York:  Galleiy  of  Modern  Art,  1964),  68;  NAMA  1959,  257;  Parker 
Tyler,  The  Divine  Comedy  of  Pavel  Tchelitchew  (New  York:  Fleet 
Publishing  Corporation,  1967),  30;  NAMA  1973,  203. 


Jeremiah  Theus  (i716-1774) 
Frances  Warren,  c.  1769 

Oil  on  canvas 

30  MH  X  25  in.  (76.7  X  63.5  cm) 
Fnrcliase:  Nelson  Tnist,  40-6 
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Technical  Notes 

The  canvas  has  been  hned  using  a  glue-based  adhesive.  The  tacking 
margins  ha\-e  been  removed,  but  the  stretcher  cracks  are  roughly 
equidistant  fi-om  the  edge,  which  suggests  that  the  dimensions 
are  original.  Above  the  opaque,  off-white  ground,  Theus  painted 
the  portrait  indirectlv  using  thin,  opa(|ue  paint  and  transparent 
glazes.  Mildly  cupped  mechanical  cracks  ha\'e  developed  overall, 
and  tAvo  spiral  cracks  have  formed  in  the  lower  right  quadrant. 
Paint  abrasion  is  e\ddent  throughout,  and  extensive  retouch  was 
applied  to  co\'er  these  areas  of  abrasion.  The  lining  technique 
and  paint  abrasion  have  caused  the  canvas  weave  to  become  pro- 
nounced, and  the  thick  dots  of  paint  on  the  jeweliy  are  some- 
what flattened.  The  varnish  is  probably  a  natiu-al  resin  and,  under 
magnification,  appears  to  be  discolored.  It  has  a  moderately  high, 
uneven  sheen. 

Provenance 

(Eunice  Chambers,  Hartsville,  S.C.,  1930);  to  NAMA,  1940. 
Exhibition 

Minneapolis  Institute  of  Arts,  Four  Centuries  of  American  Art, 
27  November  1963-19  Januan'  1964,  unnumbered  (as  Portrait  of 
Frances  Warren). 

References 

"Art  Sets  Fashion  Key:  Painting  to  Be  Displayed  in  Mindlin's  Style 
Event,"  Kansas  Citij  Star,  [1948],  clipping,  Scrapbook,  NAMA 
Archives;  Margaret  Simons  MiddleUm,  J erenii all  Theus,  Colonial 
Artist  of  Cliarles  Town  (Columbia:  University  of  South  Carolina 
Press,  1953),  172;  NAMA  1959,  257;  Four  Centuries  of  American 
Art,  exh.  cat.  (Minneapolis:  Minneapolis  Institute  of  Arts,  1963), 
unpaginated  (as  Portrait  of  Frances  Warren);  NAMA  1973,  169, 
255;  Ross  E.  Taggart,  "American  Paintings  in  the  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Missouri,"  Anf/V/ues  122  (November 
1982),  1027;  Martha  R.  Severens,  "Jeremiah  Theus  of  Charleston: 
Plagiarist  or  Pundit?"  Southern  Quarterhj  24  (Fall/Winter  1985), 
62;  Margaret  Simons  Middleton,  yerc^/uir/Zi  Theus,  Colonial  Artist 
of  Charles  Town  (Columbia:  University  of  South  Carolina  Press, 
1991),  172. 


John  Henry  Twachtman  (1853-1902) 
Harbor  View  Hotel,  1902 

Oil  on  canvas 

30'/!  X  3o'4  in.  (76.8  X  76.8  cm) 
Purcliase:  Nelson  Trust,  33-57 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  numerous  slubs  and 
irregularities  and  is  unlined.  The  painted  picture  surface  does  not 
continue  to  the  intact  tacking  margins,  indicating  that  the  dimen- 
sions are  original.  The  canvas  was  commercially  primed  with  an 
opaque,  light  gray  ground,  over  which  Twachtman  applied  a  thin 
layer  of  opaque,  light  gray  paint,  which  forms  an  integral  part  ol 
the  final  composition,  especially  in  the  lower  left  (quadrant.  He 
appears  to  have  loosely  positioned  the  fence  and  large,  central 
tree  trunk  with  opaque  black  paint,  and  these  broad  paint  strokes 
remain  visible  in  the  final  composition.  He  painted  the  landscape 
directly  with  opaque  paint.  The  consistency  varies  from  thin  and 
fluid  to  thick  and  pastelike.  Twachtman  ovei-painted  a  long,  black 
vertical  line  in  the  upper  left  quadrant.  Creen  treetops  located 
above  the  white  building  on  the  left  side  of  the  central  tree  appear 
to  have  been  partially  ovei-painted,  reducing  their  height  slightly. 
Stretcher  cracks  are  visible  on  the  top,  right,  and  left  edges,  and  a 
few  localized  mechanical  cracks  are  also  visible.  A  faint  diagonal 
feather  crack  is  located  in  the  upper  left  sky.  Museum  consei-va- 
tion  staff  has  treated  the  painting  twice,  most  recent!}'  in  1999,  at 
which  time  debris  betA\'een  the  canvas  and  stretcher  was  removed, 
and  a  s\mthetic  varnish,  stains,  and  subvarnish  grime  were 
removed. 

Provenance 

Possiblv  to  Martha  Twachtman  (widow  of  the  artist);  Colonel  J. 
Alden  Twachtman  (son  of  the  artist),  Greenwich,  Conn.;  to  NAMA, 

1933- 
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Exhibitions 

Possibly  New  York  School  of  Applied  Design  for  Women,  Exhihi- 
tion  of  Fifty  Paintiugs  by  the  Late  John  H.  Twaditinaiu  15  Januaiy- 
15  Februan-  1913,  no.  16  (as  TJie  Last  Canvas)-  Department  of 
Fine  Arts,  Panama-Pacific  International  Exposition,  San  Francisco, 
Fine  Arts  Exhibition,  20  Febi-uaiy-4  December  1915,  no.  4076; 
Department  of  Fine  Arts,  Panama-Pacific  International  Exposition, 
San  Francisco,  Post -Exposition  Exhibition,  1  Januaiy-i  May  1916, 
no.  5710;  Philadelphia  Art  Alliance,  ["Exhibition  of  Paintings  and 
Pastels  by  John  H.  Twachtman"],  13-27  November  1917,  no  cat.; 
possibly  Milch  Galleries,  New  York,  An  hnpoiiant  Exhibition  of 
Paintings  and  Pastels  by  Joiin  H.  Twachtman,  12-24  March  1928, 
no.  14  (as  Artisfs  Last  Painting  [Unfinished]);  Brooklyn  Museum, 
N.Y.,  Leaders  of  American  Impressionism,  16  October-28  Novem- 
ber 1937,  no.  72;  Kansas  CiW  Art  Institute,  Mo.,  5-24  May  1939, 
no  cat.;  Cincinnati  Art  Museum,  A  Retrospective  Exhibition,  John 
Henry  Twachtman,  7  October-20  November  1966,  no.  91;  Albrecht 
Art  Museum,  St.  Joseph,  Mo.,  American  Aiifrom  the  Nelso)}  Gal- 
lery, 1  No\'ember  1976-31  Januaiy  1977,  no  cat.;  Ira  Spanierman 
Galleiy,  New  York,  Twaclitniaii  in  Gloucester:  His  Last  Years, 
iQoo-igo2,  12  May-13  June  1987,  imnumbered;  High  Museum 
of  Art,  Arianta,  John  Henry  Twaciiiman:  An  American  Impression- 
ist, 6  June  1999-21  May  2000  (traveled),  unnumbered. 

References 

Fossihly  Exhibition  of  Fifty  Paintings  by  the  Late  John  H.  Ticacht- 
nian,  exh.  cat.  (New  York:  New  York  School  of  Applied  Design 
for  Women,  1913),  unpaginated  (as  The  Last  Canvas);  John  E.D. 
Trask  and  J.  Nilsen  Launik,  eds..  Catalogue  de  Luxe  of  the  Depaii- 
ment  of  Fine  Arts,  Panama-Pacific  International  Exposition  (San 
Francisco:  Paul  Elder  and  Company,  1915),  1:227,  2:337;  Official 
Catalogue  (Ilhistrated)  of  the  Depanment  of  Fine  Ai-fs  Panama- 
Pacific  International  Exposition  (with  Awards)  Sa)i  Francisco, 
California,  exh.  cat.  (San  Francisco:  Wahlgreen  Company,  1915), 
75,  188;  Illustrated  Catalogue  of  the  Post-Exposition  Exliibition  in 
the  Depaiiment  of  Fine  Arts  Panama-Pacific  International  Expo- 
sition San  Francisco,  California,  exh.  cat.  (San  Francisco:  San 
Francisco  Art  Association,  1916),  56;  "Charming  Pictures  Put  on 
Exhibition,"  Philadelphia  Press,  15  November  1917,  10  (as  The 
Harbor  View  and  illustrated  as  Tlie  Marsh);  possibly  "American 
Art:  Twachtman,  Arthui-  B.  Davies  and  Some  Others,"  New  York 
Herald  Tribune,  18  March  1928,  sec.  7,  11;  possibly  A;i  Important 
Exhibition  of  Paintings  and  Pastels  by  John  H.  Twachtman,  exh. 
cat.  (New  York:  Milcli  Cialleries,  1928),  unpaginated  (as  Artist's 
Last  Painting  [Unfnished]);  M.K.P,  "Art,"  Kansas  City  Star, 
9  April  1933,  14A;  "Art  News,"  Kansas  City  Journal-Post,  23  April 
1933,  2B;  "Twachtman  s  Last  Picture  for  Kansas  City,"  Art  Digest 
7  (1  May  1933),  18;  "The  Acquisitions,"  Art  Digest  8  (1  Decem- 
ber 1933),  22;  "Nelson  Galleiy  Has  Twachtman  s  Last  Work,"  Art 
Digest  8  (1  December  1933),  26;  "The  William  Rockhill  Nelson 
Galleiy  of  Art:  Complete  Catalogue  of  Paintings  and  Di-awings," 
Art  News  32  (9  December  1933),  28;  NAMA  1933,  126,  138;  "Art," 
Kansas  City  Star,  30  August  1936,  loA;  "American  Landscape 


Paintings,"  Neius  Flashes  (William  Rockhill  Nelson  Galleiy  of  Art 
and  Man'  Atkins  Museum  of  Fine  Arts)  2  (1  September  1936), 
2;  Leaders  of  American  Im])ressionism,  exh.  cat.  (Brooklyn,  N.Y.: 
Brookl)^  Museum,  1937),  37;  "American  Landscape  Paintings," 
News  Flashes  (WiUiam  Rockhill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts)  8  (June  1939),  2;  NAMA  1941,  149, 
157,  166;  Winifred  Shields,  "Traditional  New  England  Scenes 
Attract  Artists  Year  after  Year,"  Kansas  City  Star,  15  August  1952, 
20;  Jolm  Douglass  Hale,  "The  Life  and  Creative  Development  of 
John  Heniy  Twachtman,"  Ph.D.  diss.,  Ohio  State  Universit)/,  1957, 
1:289,  297,  2:554;  NAMA  1959,  257;  Richard  J.  Boyle,  A  Retro- 
spective Exhibition,  Jolin  Henry  Twachtman,  exh.  cat.  (Cincinnati: 
Cincinnati  Art  Museum,  1966),  8,  19,  29;  The  Index  of  Twentieth 
Century  Artists,  1933-1937  (New  York:  Arno  Press,  reprinted  wth 
the  permission  of  College  Art  Association,  1970),  353,  356;  NAMA 
1973,  255;  Richard  J.  Boyle,  American  Impressionism  (Boston: 
New  York  Grtiphic  Societv,  1974),  166-68;  Richard  J.  Bovle,  John 
Twachtman  (New  York:  Watson-Guptill  Pubfications,  1979),  76, 
84-85;  Richard  J.  Boyle,  "Twachtman's  Tone  Poems,"  Antiques 
World  2  (December  1980),  67,  69;  William  H.  Gerdts,  American 
Impressionism,  exh.  cat.  (Seatde:  Heniy  Art  Galleiy,  University 
of  Washington,  1980),  68;  William  II.  Gerdts,  American  Impres- 
sionism (New  York:  Abbeville  Press,  1984),  192;  Lisa  N.  Peters 
et  ak,  Twachtman  in  Gloucester:  His  Last  Years,  1900-1902,  exh. 
cat.  (New  York:  Universe  Books,  1987),  13-14,  24,  86-87;  Lisa  N. 
Peters  et  al..  In  the  Sunlight:  The  Floral  and  Figurative  Art-  of  J.  H. 
Twachtman,  e.xh.  cat.  (New  York:  Spanierman  Galleiy,  1989),  52; 
Lisa  N.  Peters,  "Twachtman's  Greenwch  Paintings:  Context  and 
Chronologv,"  in  John  Twachtman:  Connecticut  Landscapes,  ed. 
Deborah  Chotner,  Peters,  and  Kathleen  A.  Pyne,  exh.  cat.  (Wash- 
ington, D.C.:  National  Galleiy  of  Art,  1989),  21;  NAMA  1991,  130; 
Kristie  C.  Wolferman,  The  Nelson-Atkins  Museum  of  Art:  Culture 
Comes  to  Keinsas  City  (Columbia:  Universit)'  of  Missouri  Press, 
1993),  141;  Lisa  N.  Peters,  "John  Twachtman  ( 1853-1902)  and  the 
American  Scene  in  the  Late  Nineteenth  Centuiy:  The  Frontier 
\\'ithin  the  Terrain  of  the  Familiar,"  Ph.D.  diss..  City  Universit)' 
of  New  York,  1995,  i:xliii,  486,  2:1002;  Stephen  May,  "Integ- 
rity Rewarded:  The  Art  of  John  H.  Twachtman,"  TIMELINE  16 
(July-August  1999),  17;  Lisa  N.  Feters,  John  Henry  Twachtman: 
An  American  Impressionist,  e.xh.  cat.  (Adanta:  High  Museum  of 
Art,  1999),  162,  pi.  60. 
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Nicholas  Vasilieff  (1887-1970) 
Still  Life  with  Green  Basket.  1953 

Oil  on  canvas 

29 Ms  X  36  in.  (74  X  91.4  cm) 
Signed  lower  right:  N.  Vasilieff 

Gift  of  Messrs.  Samuel  N.  Tonkin  and  Sidney  Freedman,  54-7S 


Technical  Notes 

The  coarse,  burlaplike,  plain-weave  canvas  has  numerous  slubs 
and  irregularities  and  is  unlined.  The  tacking  margins  appear  to  be 
intact,  and  the  dimensions  are  probably  original.  The  canvas  was 
probably  commercially  primed  wdth  the  opaque,  light  gray  ground. 
Vasilieff  painted  the  still  life  directly  with  thin,  somewhat  diy  paint 
and  loose  brushwork.  A  few  areas  of  moderate  to  high  impasto 
appear  in  the  flowers  and  foreground  objects.  Vasilieff  ovei-painted 
the  tablecloth  to  reduce  it  in  width.  A  red-orange  paint  is  visible 
beneath  the  green  background  paint  on  the  lower  right  edge  and 
may  signal  a  change  in  the  table  or  other  background  shape.  A  few 
localized  mechanical  cracks  have  formed  in  areas  of  thick  paint, 
and  an  impact  crack  is  visible  above  the  grapes  in  the  lower  right 
quadrant.  A  small  loss  of  paint,  ground,  and  canvas  is  present  on  the 
outer  lower  left  edge.  The  painting  appears  to  be  unvarnished. 

Provenance 

Samuel  N.  Tonkin  and  Sidney  Freedman,  Brooklyn,  N.Y.,  by  1954; 
to  NAMA,  1954. 

Exhibition 

John  Heller  Galleiy,  New  York,  Paintings  hij  Vasiliejf,  August 
1953- April  1954  (traveled),  no  cat. 

Reference 

NAMA  1959,  257  (as  Still  Life). 


Samuel  Lovett  Waldo  (1783-186i) 

V^ILLIAM  JeV^ETT  (C.  1789-1874) 
Jacob  Didijmus  Clute,  c.  1819-20 

Oil  on  can\-as 

33!/s  X  26'/s  in.  (84.1  x  66.4  cm) 
Purchase:  Nelson  Trust,  32-166 

Technical  Notes 

The  plain-weave  can\-as  has  numerous  slubs  and  irregularities  and 
has  been  lined  using  a  glue-based  adhesive,  enhancing  the  texture 
of  the  canvas  weave.  Based  on  the  location  of  the  stretcher  cracks 
and  cusping  patterns,  the  dimensions  do  not  appear  to  have  been 
significantl)'  altered.  Waldo  executed  the  portrait  indirectly  o\-er  an 
opaque,  off-white  ground.  He  used  thin,  fluid,  opaque  paint  and 
transparent  glazes.  Mechanical  cracks  ha\'e  formed  on  the  hair, 
face,  collar,  and  jacket.  A  spiral  crack  is  located  on  the  jacket  in 
the  lower  right  (quadrant,  and  a  horizontal  feather  crack  is  on  the 
forehead.  A  long,  complex  mended  tear  is  located  across  the  sitter's 
chest  and  the  retouch  is  slightly  matte,  which  makes  it  seem  too 
light  in  color.  A  few  smaller  areas  of  retouch  are  scattered  on  the 
jacket  and  edges.  The  varnish,  which  is  probably  a  natural  resin,  is 
discolored,  shifting  the  overall  tonality. 

Provenance 

To  Jacob  D.  Clute  (the  sitter).  New  York,  c.  1819-20;  to  Elizabeth 
Ann  Clute  Tisdall  (daughter  of  the  sitter).  New  York,  by  descent;  to 
Eitz  Gerald  Tisdall  (grandson  of  the  sitter).  New  York,  bv  descent; 
possiblv  to  Florence  Pro\T)st  Clarenden  (great-granddaughter  of 
the  sitter  and  niece  of  Eitz  Gerald  Tisdall);  (Ehrich  Galleries,  New 
York);  to  NAMA,  1932. 
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Exhibitions 

Wichita  Art  Association,  Kans.,  ["Opening  Exliibition"],  22 
September-31  October  1935,  no  cat.;  Stephens  College,  Colum- 
bia, Mo.,  March  1936,  no  cat.;  Winfield  High  School,  Kans.,  March 

1940,  no  cat.;  Kansas  State  Teachers  College,  Emporia,  October- 
Noveml)er  1941,  no  cat. 

References 

"Art  News,"  Kansas  Cifij  Journal-Post,  14  May  1933,  2B  (artist  as 
Samuel  Lo\'ett  Waldo);  "The  Acquisitions,"  Ai-f  Digest  8  ( 1  Decem- 
ber 1933),  22  (as  Portrait  of  Jacob  D.  Clute  by  S.  L.  Waldo);  "The 
William  Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of 
Paintings  and  Dra\\'ings,"  Art  News  32  (9  December  1933),  28  (as 
Portrait  of  Jacob  D.  Chite  by  S.  L.  Waldo);  NAMA  1933,  125,  138 
(as  Portrait  of  Jacob  D.  Chite);  "Art  Week  to  Open  with  Dedication 
of  Museum  Today,"  Wichita  (Kans.)  Eagle,  22  September  1935,  3 
(as  Portrait  of  Jacob  C.  Clute  by  Waldo  Samuel  Lo\'ett);  NAMA 

1941,  166  (as  Portrait  of  Jacob  D.  Clute);  NAMA  1959,  258  (as 
Jacob  D.  Clute);  NAMA  1973,  255  (artist  as  Samuel  L.  Waldo); 
Kristie  C.  Wolferman,  The  Nelson-Atkins  Museum  of  Art:  Culture 
Conies  to  Kansas  City  (Columbia:  University  of  Missouri  Press, 

1993). 


Samuel  Lovett  Waldo  (1783-1S61) 
William  Jewett  (c.  1789-1874) 

Mr.  Hutchim,  c.  1835 

Oil  on  canvas 

36'/^  X  zHYn  in.  (91. 8  x  71.4  cm) 
PniX'hase:  Nelson  Tnist,  34-301/1 


Technical  Notes 

The  plain-weave  canvas  has  been  lined  using  a  glue-based  adhesive, 
flattening  the  low  impasto  and  enhancing  the  canvas  weave  texture. 
The  bottom,  left,  and  right  tacking  margins  have  been  removed. 
The  top  tacking  margin  is  now  visible  on  the  obverse  of  the  canvas, 
indicating  that  the  top  dimension  was  expanded  slightly.  Waldo 
applied  an  opaque,  off-white  ground  before  rendering  the  portrait 
indirectly  with  opaque  paint  and  transparent  glazes.  The  portrait  is 
thinly  painted  overall  and  the  canvas  weave  texture  is  prominent. 
A  fine  craquelure  pattern  is  evident  in  the  face,  white  shirt,  and 
hands.  Museum  consemition  staff  treated  the  painting  in  1989,  at 
which  time  areas  of  active  lifting  and  clea\dng  paint  were  stabifized; 
surface  grime,  varnish,  and  retouch  were  removed;  existing  fills 
were  reduced;  numerous  paint  losses  were  filled  and  retouched; 
and  a  synthetic  varnish  was  applied. 

Provenance 

(John  Le\/y  Calleries,  New  York);  to  NAMA,  1934. 
References 

"Mastei-piece  of  the  Week,"  Kansas  City  Star,  1  March  1935,  30 
(artist  as  Samuel  Waldo);  "Pair  of  Portraits  by  American  Week's 
Mastei-piece  at  Museum,"  Kansas  City  Journal-Post,  3  March  1935, 
8B  (artist  as  Samuel  Lovett  Waldo);  NAMA  1941,  166  (as  Portrait 
of  Mr  Hutchin.s);  NAMA  1959,  258;  NAMA  1977,  21;  Ross  E.  Tag- 
gart,  "American  Paintings  in  the  Nelson-Atkins  Museum  of  Art, 
Kansas  City  Missouri,"  Antiques  122  (November  1982),  1030-31 
(artist  as  Samuel  L.  Waldo);  NAMA  1991,  33-34. 
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Samuel  Lovett  Waldo  (i783-1861) 
William  Jewett  (c.  1789-1874) 

Mrs.  Hutchins,  c.  1835 

Oil  on  canvas 

36  X  28 '/s  in.  (91.4  X  71.4  cm) 
Pmx'hase;  Nelson  Trust.  34-301/2 

Technical  Notes 

The  plain-weave  canvas  has  been  lined  using  a  glue-based  adhe- 
sive, causing  an  enhancement  of  the  canvas  weave.  The  tacking 
margins  have  been  removed,  but  a  faint  cusping  pattern  is  N/isible 
on  the  bottom  edge.  Over  the  opaque,  off-white  ground,  Waldo 
appears  to  have  undei-painted  the  dress  with  a  light  pink-gi-ay  wash 
and  the  propei-  right  sleeve  with  a  red-brown  wash.  There  appear 
to  be  a  few  painted  underdrawing  lines  beneath  the  face  and  bon- 
net. Waldo  painted  the  portrait  directly  with  tliin,  fluid  paint.  A 
few  mechanical  cracks  have  formed  overall.  Museum  consen'a- 
tion  staff  treated  the  painting  in  1977,  at  which  time  a  discolored 
natural  resin  varnish  was  removed,  large  fly  specks  and  blemishes 
in  the  dress  and  ribbons  were  retouched,  and  a  synthetic  varnish 
was  applied. 

Provenance 

(John  Levy  Galleries,  New  York);  to  NAMA,  1934. 
Exhibition 

WiUiam  Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  Ktileidoscope  of  Americait  Fauilin'^: 
Eighteenth  and  Nineteenth  Centuries,  2  December  1977-22  Janu- 
ary 1978,  no.  17. 


References 

"Masteipiece  of  the  Week,"  Kansas  Cittj  Star,  1  March  1935,  30 
(artist  as  Samuel  Waldo);  "Pair  of  Portraits  by  American  W'eek's 
Masteipiece  at  Museum,"  Kansas  City  Journal-Post ,  3  March  1935, 
SB  (artist  as  Sanuiel  Lovett  Waldo);  NAMA  1941,  166  (as  Portrait 
of  Mrs.  Hiitchin.<i);  NAMA  1959,  258;  NAMA  1973,  255  (artist 
as  Samuel  L.  Waldo);  NAMA  1977,  21  (artist  as  Samuel  Lovett 
Waldo);  Ross  E.  Taggart,  "American  Paintings  in  the  Nelson-Atkins 
Museum  of  Art,  Kansas  City,  Missouri,"  A) if 122  (November 
1982),  1030-31  (artist  as  Samuel  L.  Waldo);  NAMA  1991,  33-34- 


Horatio  Walker  (1858-1938) 
Ploughing  in  Acadia,  1886  + 

Oil  on  can\  as 

44 '/1  X  65%  in.  (112.4     166.1  cm) 

Sifflied  and  dated  lower  left:  Horatio  Walker  /  i<S86  — 

Gift  of  Mr.  and  Mrs.  Albert  R.  Jones,  33-1604 

Technical  Notes 

The  somewhat  loosely  woven,  plain-weave  canvas  has  been 
lined,  probably  using  a  glue-based  adhesive,  and  is  covered  wnth. 
an  opaque,  off-white  ground.  The  tacking  margins  have  been 
removed,  and  there  are  no  stretcher  o-acks.  However,  based  on 
the  location  of  the  signature  and  the  age  and  construction  of  the 
panel-back  stretcher,  it  is  likely  that  the  dimensions  are  original. 
Walker  painted  the  scene  indirectly  with  ()pac|ue,  pastelike  paint, 
applied  wet  into  wet,  and  dark  brown  and  black  glazes.  Broad, 
loose  brushwork  is  \dsible  throughout.  Under  magnification, 
several  layers  of  ovei-paiut  are  evident.  The  earliest  layer  is  light 
browu,  applied  just  above  the  line  of  ti-ees  at  the  left.  This  layer 
passes  over  mechanical  cracks  in  the  original  paint,  indicating  that 
it  is  retouch.  Two  faint,  light-colored  rectangular  shapes  along  the 
left  horizon  suggest  tAVO  buildings.  These  were  ovei-painted  with  a 
horizontal  strip  of  opaque  red-brown  that  forms  a  continuous  line 
of  trees.  Magnification  re\'eals  that  a  v\asp  of  smoke  abo\'e  the  left 
building  was  applied  on  top  of  the  light  brown  overpaint  in  the 
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sky,  indicating  that  the  smoke  was  added  later  and  is  not  original 
It  is  uncertain  whether  Walker  reworked  the  painting  at  a  later 
date  or  if  these  compositional  changes  were  made  by  a  restorer. 
Additionally,  infrared  reflectography  reveals  an  overpainted  fig- 
ure standing  in  the  distant  field  on  the  left  side.  The  mouth  of 
the  left  horse  also  appears  to  have  been  enlarged  slightly.  Wide, 
mildly  cupped  mechanical  cracks  and  localized  traction  cracks 
have  formed  throughout.  A  small  area  of  delamination  between 
the  canvas  and  fining  fabric  is  located  at  the  center  of  the  top  edge. 
Along  the  top  edge,  a  horizontal  ridge  and  crack  in  the  paint  and 
several  evenly  spaced  circular  protrusions  \mth  a  small  amount  of 
cracking  paint  can  be  seen.  Fine  retouch  is  scattered  throughout 
the  sky  and  somewhat  larger  retouch  is  present  along  the  top  edge. 
Museum  conseivation  staff  treated  the  painting  in  1986,  at  which 
time  surface  grime,  a  discolored  natiuid  resin  varnish,  and  mis- 
matched retouch  were  removed,  paint  losses  were  filled  aiid  toned, 
and  a  synthetic  varnish  was  applied. 

Provenance 

N.E.  Montross,  New  York,  by  1903;  to  (American  Art  GaUeries, 
New  York,  27  Februaiy  1919,  lot  71);  to  (Holland  GaUeries,  New 
York,  1919);  Albert  R.  and  Mabel  N.  Jones,  Kansas  City,  Mo.,  by 
1933;  to  NAMA,  1933. 

Related  Work 

Ploughing^ — the  First  Gleam,  1900,  oil  on  canvas,  6o'/4  x  76^8  in. 
(153  X  193.4  cm),  Musee  National  des  Beaux- Arts  du  Quebec, 
Quebec  City. 

Exhibitions 

American  Art  Galleries,  New  York,  Second  Prize  Fund  Exhibition, 
7  May-October  1886  (traveled),  no.  281  in  New  York,  no.  373  in 
St.  Louis;  Montross  Gallery,  New  York,  Pictures  by  Horatio  Walker, 
17  |anuaiy-7  Februaiy  1903,  no.  12;  Pennsylvania  Academy  of 
the  Fine  Arts,  Philadelphia,  101st  Annual  Exhibition,  22  Januaiy- 
3  March  1906,  no.  53;  Worcester  Art  Museum,  Mass.,  Ninth  Annual 
Exhibition  of  Oil  Paintings,  31  May-23  September  1906,  no.  38; 
Department  of  Fine  Arts,  Panama-Pacific  International  Exposition, 
San  Francisco,  Fine  Arts  Exhibit,  20  Februaiy-4  December  1915, 
no.  3835;  Department  of  Fine  Arts,  Panama-Pacific  International 
Exposition,  San  Francisco,  Post-Exposition  Exhibition,  1  January- 
1  May  1916,  no.  4944;  Musee  National  des  Beaux-Arts  du  Que- 
bec, Horatio  Walker,  25  September  1986-28  June  1987  (traveled), 
no.  1  (as  Ploughing — Arcadia  and  Labourage — Arcadie). 

References 

American  Paintings  and  Sctdpture  Contributed  to  the  "Second 
Prize  Fund  Exhibition,"  exh.  cat.  (New  York:  American  Art  Asso- 
ciation, 1886),  40,  pi.  (as  Ploughing  in  Arcadia);  Catalogue  of  the 
Art  Collection  of  the  St.  Louis  Exposition  and  Music  Hall  Associa- 
tion: Third  Annual  Exhibition,  St.  Louis,  1886,  exh.  cat.  (St.  Louis: 
Spring  Printing  Company,  1886),  47,  pi.  (as  Ploughing  in  Arcadia); 
C.H.C.,  "Brief  Appreciations  of  Some  American  Painters.  XII. 


Horatio  Walker,"  Sun  (New  York),  5  January  1902,  6;  "Mr.  Walkers 
Pictures,"  Netc  York  Evening  Post,  21  Januaiy  1903,  7;  "Canada 
through  Walker's  Eyes,"  New  York  Times,  26  Januaiy  1903,  9;  Cata- 
logue of  Pictures  by  Horatio  Walker,  exli.  cat.  (New  York:  Montross 
Gallery,  1903),  unpaginated;  Charles  PI.  Caffin,  American  Masters 
of  Paintings:  Being  Brief  Appreciations  of  Some  American  Paint- 
ers, Illustrated  with  Examples  of  Their  Work  (New  York:  Double- 
day,  Page  &  Company,  1903),  180,  opp.  180;  "Academy  Opens  Its 
Finest  Exhibition,"  Evening  Telegraplt  (Philadelphia),  20  Januai"v 
1906,  5;  "Annual  Exhibition  at  the  Academy,"  Press  (Philadelphia), 
21  Januaw  1906,  News  sec,  4;  F.  N.L.,  "Pennsylvania  Academy," 
Art  Bulletin  5  (27  Januaiy  1906),  15;  "The  Exhibition  of  the  Penn- 
sylvania Academy  of  the  Fine  Arts,"  Collector  and  Art  Critic  4 
(February  1906),  105;  E.T  Bush,  "A  Notable  Exhibition  at  the 
Pennsylvania  Academy,"  Brush  and  Peijcil  17  (March  1906),  99; 
David  Lloyd,  "The  Exliibition  of  the  Pennsylvania  Academv  of  the 
Fine  Arts,"  International  Studio  28  (March  1906),  8;  Talcott  Wfi- 
liams,  "American  Art  To-Day:  Paintings  in  the  Annual  Exliibition  of 
the  Pennsylvania  Academy  of  the  Fine  Arts,"  Book  News  24  (March 
1906),  474,  481;  Catalogue  of  die  101st  Annual  Exhibition,  exh.  cat. 
(Philadelphia:  Pennsylvania  Academy  of  the  Fine  Arts,  1906),  16, 
unpaginated;  Ninth  Annual  Exhibition  of  Oil  Paintings,  exh.  cat. 
(Worcester,  Mass.:  Worcester  Art  Museum,  1906),  7;  Charles  H. 
Caffin,  American  Masters  of  Painting:  Being  Brief  Appreciations  of 
Some  American  Painters,  Illustrated  witli  Examples  of  Their  Work 
(New  York:  Doubleday,  Page  &  Company,  1906),  opp.  175,  180  (as 
Ploughing — Acadia);  Fifty  American  Pictures  (New  York:  Mont- 
ross Galleiy  1911),  unpaginated;  John  E.D.  Trask  and  J.  Nilsen 
Laui"vik,  eds..  Catalogue  de  Luxe  of  the  Department  of  Fine  Ai~ts, 
Panama-Pacific  International  Exposition  (San  Francisco:  Paul 
Elder  and  Company,  1915),  2:380;  Official  Catalogue  (Illustrated) 
of  the  Depariment  of  Fine  Aris  Panama-Pacific  International 
Exposition  (with  Awards)  San  Francisco,  California,  exh.  cat. 
(San  Francisco:  Wahlgreen  Company,  1915),  71,  191;  Illustrated 
Catalogue  of  the  Post-Exposition  Exhibition  in  the  Department  of 
Fine  Aris  Panama-Pacific  International  Exposition  San  Francisco, 
California,  exh.  cat.  (San  Francisco:  Sbin  Francisco  Art  Associa- 
tion, 1916),  47;  Charles  H.  Caffin,  American  Masters  of  Painting: 
Being  Brief  Appreciations  of  Some  American  Painters,  Illustrated 
with  Examples  of  Their  Work  (Garden  Cits',  N.Y,  and  New  York: 
Doubleday,  Page  &  Company,  1918),  opp.  175,  180;  American  Art 
Galleries,  New  York,  27  Februaiy  1919,  lot  71;  "A  Tiyon  Paint- 
ing Leads  Americans,"  New  York  Times,  28  February  1919,  11; 
Frederick  James  Gregg,  "Montross  Art  Brings  $68,895;  Seller  Pays 
Tax,"  New  York  Herald,  28  Februaiy  1919,  8;  Charles  H.  Caffin, 
American  Masters  of  Painting:  Being  Brief  Appreciations  of  Some 
American  Painters,  Illustrated  with  Examples  of  Their  Work  (Gar- 
den City,  N.Y,  and  New  York:  Doubleday,  Page  &  Company  1921), 
opp.  175,  180;  "In  Gallery  and  Studio,"  Kansas  City  Star,  3  March 
1934,  4  (as  Plowing  in  Arcadia);  "Liberal  with  Art,"  Kansas  City 
Star,  1  Januaiy  1936,  8  (as  Ploughing — Arcadia);  Leila  Mech- 
lin, "Farm  Art  Is  Fertile  Theme  at  Women's  Sessions,"  Evening 
Star  (Washington,  D.C.),  20  June  1936,  B3;  Charles  PI.  Caffin, 
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"American  Masters  of  Painting,"  in  Horatio  Walker,  ed.  J.  A.  Cro- 
zier  (Los  Angeles:  J.  A.  Crozier,  1938),  unpaginated;  NAMA  1940, 
24  (as  Plou^^hin^ — Arcadia);  NAMA  1941,  166  (as  Ploughing, 
Arcadia);  NAMA  1959,  258  (as  Ploughing — Arcadia);  NAMA 
1973,  255  (as  Ploughing — Arcadia);  Dorothy  Fan;  Horatio  Walker, 
i8,^8-iQs8,  exh.  cat.  (Kingston,  Ontario:  Agnes  Etherington  Art 
Centre,  Queen's  University,  1977),  371138;  David  Karel,  Horatio 
Walker,  exh.  cat.  (Quebec  Cit\':  Musee  National  des  Beaux-Arts  du 
Quebec,  1987),  34n5,  52n4,  146-47,  211  (as  Ploughing — Arcadia 
and  Lahourage — Arcadie);  Lvne  Gra\'el,  Les  Oeuvres  d'Horaiio 
Walker  [Qwehec  CitA-:  Musee  National  des  Beaux- Arts  du  Quebec, 
1987),  13,  49  (as  Ploughing — Arcadia  and  Lahourage — Arcadie). 


Jacob  C.  Ward  (1809-1891) 

Natural  Bridge,  Virginia,  c.  1835  + 
{The  Natural  Bridge) 

Oil  on  paiui 

2.'T;Vi  X  32 '/16  in.  (60.3  x  Si. 4  cm) 
Pnrcha.se:  Nelson  Trust,  33-4/3 

Technical  Notes 

The  wooden  panel,  which  is  probably  mahogany,  is  slightly  con- 
vex. Paint  continuing  onto  the  panel  edges  confirms  that  it  has 
never  been  cut  down.  Ward  applied  the  opaque,  off-white,  tex- 
tured ground.  Pie  painted  the  landscape  indirectly  with  opacjue 
paint  and  transparent  glazes.  The  consistency  of  the  paint  ranges 
from  thick  and  pastelike  to  diin  and  fluid.  Extremely  fine,  k)calized 
mechanical  cracks  have  formed  in  dark  regions  of  the  painting. 
A  small  amoimt  of  paint  abrasion  is  visible  in  the  shadows  of  the 
rocks  and  a  few  tree  branches  in  the  upper  right  quadrant.  There  is 
a  fine  vertical  scratch  in  the  paint  of  die  lower  left  corner.  A  small 
amount  of  frame  abrasion  has  occurred  on  the  outermost  edges  of 
the  painting.  Museum  consemition  staff  treated  the  painting  in 
i960,  at  which  time  a  discolored  varnish  was  removed,  the  abra- 
sions were  retouched,  and  a  synthetic  varnish  wdth  a  moderately 
high  sheen  was  applied. 


Provenance 

To  Lewis  P.  Clover  Sr.,  New  York,  by  1835;  Grant  Thorburn,  Esq., 
New  York,  by  1840;  John  S.  Walsh,  Albany,  N.Y,  by  1848;  (New- 
house  Galleries,  New  York);  to  NAMA,  1933. 

Related  Work 

William  James  Bennett  after  Jacob  C.  Ward,  Vieic  of  the  Natural 
Bridge,  published  by  Lewds  P.  Clover  Sr.  in  1835,  hand-colored 
aquatint,  22%  x  27%  in.  (57.9  x  70.4  cm).  National  Galleiy  of  Art, 
Washington,  D.C. 

Exhibitions 

American  Academy  of  the  Fine  Arts,  New  York,  The  Sixteenth 
Exhibition,  December  1835,  no.  77  (as  The  Natural  Bridge); 
Apollo  Galleiy,  New  York,  First  Fall  Exhibition  of  the  Works  of 
Modem  Ai~tists  at  the  Apollo  Gallenj,  October  1838,  no.  143  (as 
View  of  the  Natural  Bridge,  Virginia);  Albany  Gafleiy  of  Fine  Arts, 
N.Y,  Third  Exhibition,  1848,  no.  117  (as  Natural  Bridge  in  Vir- 
ginia);  William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  Kansas  Git)',  Mo.,  ["American  Landscapes"], 
July-August  1939,  no  cat.;  Montgomeiy  Museum  of  Fine  Arts, 
Ala.,  ["Nineteenth  Centuiy  American  Landscape  Exhibition"], 
1-30  November  i960,  no  cat.;  William  Rockhill  Nelson  Gallervof 
Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  Cit\',  Mo.,  Nine- 
teenth Centurif  American  Painting,  17  February-31  March  1974, 
no  cat.;  WiUiam  Rockhill  Nelson  GalleiT  of  Art  and  Man/  Atkins 
Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Kedeidoscope  of  Ameri- 
can Painti)\g:  Eighteenth  (n\d  Nineteenth  Centuries,  2  December 
1977-22  Januaiv  1978,  no.  41;  duPout  Galleiy,  Washington  and 
Lee  University,  Lexington,  Va.,  So  Beauliful  a)i  Arch:  Images  of  the 
Natural  Bridge,  ij8j-i8go,  4-29  Januaiy  1982,  no.  16;  Washing- 
ton Universitv' Galleiy  of  Art,  St.  Louis,  The  Beautiful,  the  Subli))ie, 
and  the  Picturescjue:  British  Influences  on  America)}  Lcnidscape 
Painting,  19  Februaiy-8  April  1984,  no.  48. 

References 

Catalogue  of  Pictures  and  Sculpture  Exhibited  bij  the  America)} 
Acadc))})/  of  the  Fi)}e  Ai^ts,  exh.  cat.  (New  York:  C.  Vinten,  1835), 
6  (as  The  Natu)'al  Ih'idge);  Fi)-st  Fall  Exhibitio))  of  the  Wo)-ks 
of  Modeii)  A)iists  at  the  Apollo  Gallo'i/,  exh.  cat.  (New  York: 
J.M.  Marsh,  1838),  15  (as  View  of  the  Nat)i)-al  B)idge,  Virginia); 
"Our  Landscape  Painters,"  Ne;r-YorA:  Mir)'or:  A  Weekli/  Jou)')}al  of 
Lite)-atu)'e  a))d  the  Fine  Arts,  25  July  1840,  38  (as  Natu)-al  Bridge); 
Catalogue  of  the  Thij'd  Exhibition,  exh.  cat.  (Albany,  N.Y:  C.  Van 
Benthuysen,  1848),  15  (as  Natiuril  B)idge  i))  Vi)^gi))ia);  "Death  of 
Jacob  C.  Ward,"  [1891],  clipping,  NAMA  curatorial  files  (as  Natu- 
)~al  Bridge);  LN.  Phelps  Stokes  and  Daniel  C.  Haskell,  A))}e)ican 
Histo)i.cal  P)i)}ts:  Ea)iij  Vieics  of  An}e)ica)}  Cities,  etc.  f)r)))}  the 
PheJps  Stokes  a)}d  Oilier  Collectio)}s  (New  York:  New  York  Public 
Libraiy  1932),  133;  "The  Acquisitions,"  A/t  D/gc.sf  8  ( 1  December 
1933),  22;  "The  William  Rockhill  Nelson  Galleiy  of  Art:  Complete 
Catalogue  of  Paintings  and  Drawngs,"  Ari  News  32  (9  Decem- 
ber 1933),  28;  NAMA  1933,  126,  138;  "Art,"  Ka)}sas  Ciiij  Star, 
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30  August  1936,  loA  (as  Natural  Bridge);  "American  Group  of 
Landscapes  at  Art  Galleiy,"  Kansas  City  Journal-Post,  23  July 
1939,  14;  NAMA  1941,  166;  E.P.  Richardson,  AniencY/;i  RoniaiUic 
Paintings  (New  York:  Weyhe,  1944),  49,  pi.  120;  NAMA  1959,  258; 
William  Dunlap,  A  History  of  lite  Rise  and  Progress  of  the  Arts  of 
Design  in  the  United  States  (1834;  New  York:  Dover  Publications, 
1969),  2:  fig.  300;  NAMA  1973,  173,  255;  NAMA  1977,  38;  Ross  E. 
Taggart,  "American  Paintings  in  the  Nelson-Atldns  Museum  of 
Art,  Kansas  City,  Missouri,"  Anfi(:/;(e'.v  122  (November  1982),  1031, 
1033;  Pamela  H.  Simpson,  So  Beautiful  an  Arch:  Images  of  the 
Natural  Bridge,  iy8y-i8go,  exh.  cat.  (Lexington,  Va.:  Washington 
and  Lee  University,  1982),  20;  R.  Lewis  Wright,  Artists  in  Virginia 
before  igoo:  An  Annotated  Checklist  (Charlottesville:  Virginia 
Historical  Societ}'  and  Universit}^  of  Virginia  Press,  1983),  171;  The 
Beautiful,  the  Sublime,  and  the  Picturescjue:  British  Influences  on 
American  Landscape  Painting,  exh.  cat.  (St.  Louis:  Washington 
Universit)'  Galleiy  of  Art,  1984),  66;  Gloria  Gilda  Deak,  Picturing 
America,  i4gy-i8Qg:  Prints,  Maps,  and  Drawings  Bearing  on  the 
Neic  World  Discoveries  and  on  the  Development  of  the  Territory 
That  Is  Now  the  United  States  (Princeto]!,  N.J.:  Princeton  Uni- 
versity Press,  1988),  1:296-97;  Hugh  Rrogan,  "Picturing  America, 
1497-1899,"  Nett-  York  Times,  19  March  1989,  BRio;  NAMA  1991, 
84-85;  NAMA  1993a,  233;  Barbara  Crawford  and  Royster  Lyle 
Jr.,  Rockbridge  County  Artists  and  Artisans  (Charlottes\dlle:  Uni- 
versity of  Virginia  Press,  1995),  40;  James  C.  Kelly  and  William 
M.S.  Rasmussen,  The  Virginia  Landscape:  A  Cultural  History 
(Charlottesville,  Va.:  Howell  Press,  2000),  74,  20oni32. 


Franklin  Chenault  Watkins  (1894-1972) 
Blue  Chair,  c.  1941 

Oil  on  canvas 

34%  X  25%  in.  (88  X  65.1  cm) 
Signed  upper  riglit:  f.w. 

Gift  of  tlie  Westport  Fund  through  the  Friends  of  Art,  44-24 

Technical  Notes 

The  loosely  woven,  coarse,  plain-weave  canvas  has  numerous 
slubs  and  irregularities  and  is  unlined.  The  painted  picture  sur- 
face does  not  extend  to  the  intact  tacking  edges,  indicating  that 
the  dimensions  are  original.  Watkins  first  applied  an  opac^ue,  light 
beige  ground,  then  a  red-orange  imprimatura  overall,  followed 
by  an  opa(|ue,  pink-gray  layer.  He  appears  to  have  outlined  the 
forms  in  graphite  before  rendering  the  still  life  wnth  relatively  fiuid 
paste  paint,  in  many  places  applied  wet  into  wet,  and  prominent 
brushwork.  Watkins  appears  to  have  re^^'orked  the  backgi-oiuid, 
ovei-painting  a  eucal)ptus  leaf  on  the  upper  right  with  beige 
background  paint,  which  he  applied  around  the  blue  chair  and  the 
flowers.  He  also  overpainted  leaves  beneath  and  at  the  lower  left 
side  of  the  chair.  Thick,  underl}dng  paint  strokes  suggest  that  he 
repositioned  one  of  the  chair  legs  slightly.  A  small  amount  of  frame 
abrasion  is  visible  on  the  outer  edges.  Watkins  may  have  locally 
varnished  some  compositional  forms  and  then  applied  additional 
paint  strokes. 

Provenance 

To  (Frank  K.M.  Rehn  Galleries,  New  York,  by  1941);  to  NAMA, 
1944. 

Exhibitions 

Frank  K.M.  Rehn  Galleries,  Paintings  by  Franklin  C.  Watkins, 
5-31  Januaiy  1942,  no.  9;  Buffalo  Fine  Arts  Academy,  Albright  Art 
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Galleiy,  N.Y.,  18  Americcni  Painters,  22  Februaiy-22  March  1943, 
unnumbered;  Philadelphia  Museum  of  Art,  Paiiitiiifi^s  hij  Ai-finir 
B.  Caries  and  Frankli)}  C.  Watkins,  17  Februaiy-17  March  1946, 
no.  57;  Santa  Barbara  Museum  of  Art,  Calif,  Thiiiij  Paintings:  Stu- 
art Davis,  Yasiio  KuniijosJii,  Franklin  Watkins,  28  July-20  Novem- 
ber 1949  (traveled),  unnumbered;  Museum  of  Modern  Art,  New 
York,  Franklin  C.  Watkins,  21  March-11  June  1950,  no.  31;  Coe 
CoUege,  Cedar  Rapids,  Iowa,  ["Midwest  Heritage  Conference"], 
5-7  April  1956,  no  cat.;  Colorado  Springs  Fine  Arts  Center, 
["Flower  Paintings"],  10  April-22  Mav  1956,  no  cat.;  Kansas  City- 
Art  Institute,  Mo.,  The  Forgotten  Forties,  Februan-  1962,  no  cat.; 
Philadelphia  Museum  of  Art,  A  World  of  Flowers,  2  May-9  June 
1963,  unnumbered;  Philadelphia  Museum  of  Art,  Fra)iklin  Wat- 
kins,  6  March-5  April  1964,  no.  31;  Converse  College  Art  Gallery, 
Spartanburg,  S.C.,  Franklin  Watkins,  12  April-8  May  1965,  no.  18; 
American  Federation  of  Arts,  N ew  York,  A)neriean  Still-Life  Paitrt- 
ing,  iQis-ig6y,  October  1967-October  1968  (traveled),  no.  31. 

References 

Paintings  by  Franklin  C.  Watkins,  exh.  cat.  (New  York:  Frank  K.  M. 
Rehn  Galleries,  1942),  unpaginated;  18  American  Painters,  exli.  cat. 
(Buffalo,  N.Y:  Buffalo  Fine  Arts  Academy,  Albright  Art  Galleiy, 
1943),  7;  photo  caption,  A/t  Digest  18  (1  August  1944),  15;  "Gift 
of  Contemporaiy  American  Paintings,"  Gallery  News  (William 
Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine 
Arts)  10  (August-September  1944),  5;  C.H.  Bonte,  "Art  Museum 
Shows  Oils  by  Watkins  and  Carles,"  Philadelphia  Iiujuirer,  17  Feb- 
ruaiy  1946,  4;  "Paintings  by  Arthur  B.  Carles  and  Franklin  C.  Wat- 
kins," Philadelphia  Museum  Bulletin  41  (March  1946),  47;  Donald 
Bear,  "Watkins  Paintings,  Now  at  Museum,  Are  Discussed,"  Santa 
Barbara  (Calif.)  News-Press,  21  August  1949,  Ci;  "On  l^ispla}'  at 
Art  Museum,"  Oregonian  (Portland),  18  October  1949,  sec.  2,  4; 
Charlotte  Montgomery,  "Watkins'  Paintings  Appeal  to  Emotions," 
(Poi-tland)  Oregon  Journal,  10  November  1949,  sec.  2,  13;  Thirty 
Paintings:  Stuart  Davis,  Yasuo  Kuniyoshi,  Franklin  Watkins,  exh. 
cat.  (Santa  Barbara,  Calif.:  Noel  Young,  1949),  unpaginated;  Win- 
ifred Shields,  "Painter's  Technicjuc^  a  Key  to  Revealing  His  Identity," 
Kansas  City  Star,  12  Mav  1950,  18;  Winifred  Shields,  "A  Special 
Collection  of  Works  Is  Growing  at  Nelson  Galleiy,"  Kansas  Ciiy 
Star,  19  Mav  1950,  28;  "Flower  Paintings,"  Gallery  News  (Wil- 
liam Rockliill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of 
Fine  Arts)  16  (May  1950),  unpaginated;  Franklin  C.  Watkins,  exh. 
cat.  (New  York:  Museum  of  Modern  Art.  1950),  8,  27,  46;  NAMA 
1959,  258;  Robert  K.  Sanford,  "Art  and  Artists:  Behold  'the  For- 
gotten 40s,'"  Kansas  City  Star,  25  Februaiy  1962,  2D;  "A  World 
of  Flowers,  Paintings  and  Prints,"  Philadelphia  Museum  Bulletin 
53  (Spring  1963),  174;  A  World  of  Flowers,  exh.  cat.  (Philadelphia: 
Philadelphia  Museum  of  Art,  1963),  174;  Henry  Chfford,  Frank- 
lin Watkins,  exh.  cat.  (Philadelphia:  Philadelphia  Museum  of  Art, 
1964),  38;  Franklin  Watkins,  exh.  cat.  (Spartanburg,  S.C.:  Con- 
verse College  Art  Galleiy  1965),  unpaginated;  A»(e/icY//i  Still-Life 
Painting,  exh.  cat.  (New  York:  American  Federation  of 

Arts,  1967),  unpaginated;  NAMA  1973,  255. 


Frederick  Judd  Waugh  (186I-1940) 
The  Path  of  the  Moon,  1928 

Oil  on  canvas 

28!/fj  X  36  in.  (71.4  X  91.4  cm) 

Signed  lower  right:  Wangli 

Gift  of  Mr.  and  Mrs.  Albert  R.  Jones,  :33-i595 

Technical  Notes 

The  medium-weight,  plain-weave  canvas  has  a  few  slubs  and  irreg- 
ularities and  is  unlined.  The  painted  picture  surface  does  not  con- 
tinue to  the  intact  tacking  margins,  indicating  that  the  dimensions 
are  original.  The  canvas  was  commercially  primed  with  an  opaf|ue, 
light  beige  ground.  Waugh  appears  to  have  underpainted  the  water 
with  a  dark  gray-blue  paint  that  remains  visible  in  areas  of  shadow. 
He  painted  the  seascape  directly  with  thin,  pastelike  paint  and 
prominent  brushwork  in  the  waves  and  reflections.  Mechanical 
cracks  have  developed  o\  erall,  and  diagonal  cracks  have  formed  at 
tlie  top  right  and  left  corners.  A  horizontal  black  line,  possibly  an 
accretion,  is  exadent  near  the  top  edge  on  the  right  side.  Significant 
dirt,  grime,  and  splatters  are  visible  on  the  surface.  The  painting 
appears  to  be  unvarnished. 

Provenance 

Albert  R.  and  Mabel  N.  Jones,  Kansas  City,  Mo.;  to  NAMA,  1933. 
Exhibition 

Winfield  PubHc  Schools,  Kans.,  late  April-late  May  1941,  no  cat. 
References 

"Liberal  with  Art,"  Kansas  City  Star,  1  Januaiy  1936,  8;  NAMA 
1940,  24;  NAMA  1941,  167;  NAMA  1959,  258;  George  R.  Flavens, 
Frederick  J.  Waugli:  American  Mari]\e  Pai)iter  (Orono:  University 
of  Maine  Press,  1969),  278;  "Oil  Paintings  in  Ciookingham's  Office 
Taken  Back  to  Nelson  Art  Galleiy,"  [1958-60],  clipping.  Scrap- 
book,  NAMA  Archives;  NAMA  1973,  255. 
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Max  Weber  (1881-1961) 
Latest  News,  1941  -f 

Oil  on  canx  as 

2;3'/i  X  28'/i  in.  (59.1  x  71.8  cm) 
Signed  lower  right:  max  weber 

Gift  of  Mr.  and  Mrs.  Josepli  S.  Atlia  throngli  the  FriencLs  of  Art,  45-19 

Technical  Notes 

The  fine,  plain-weave  canvas  has  numerous  slubs  and  irregulari- 
ties and  is  nnlined.  A  loosely  woven  section  of  the  canvas  forms  a 
slight  horizontal  ridge  parallel  to  the  top  edge.  The  painted  picture 
sui-face  does  not  extend  to  the  intact  tacking  edges,  indicating  that 
the  dimensions  are  original.  The  canvas  was  commercially  primed 
with  an  opaque,  off-white  ground.  Infrared  reflectogi-aphy  (IRR) 
reveals  that  Weber  applied  lines  of  black  ink  and  paint  above  and 
below  the  paint  ]a\-er  to  define  figures  and  objects.  He  painted  the 
scene  directly,  primarily  with  thin,  opac^ue  paint.  The  ground  layer 
remains  visible  at  the  edges  of  most  compositional  forms.  Incised 
lines  are  evident  in  places.  Weber  appears  to  have  sanded  the  back- 
ground paint  near  the  left  edge  to  create  textui-e,  and  he  may  have 
used  a  similar  technique  on  the  lower  right  newspaper.  IRR  reveals 
an  ovei-painted  black,  boxlike  shape  bebA'een  the  two  lower  figures, 
an  o\'ei-painted  square  shape  on  the  ceiling,  and  a  slight  reposition- 
ing of  the  proper  left  hand  of  the  upper  central  figure.  The  \'arnish, 
which  is  probably  a  natural  resin,  is  most  likely  slightly  discolored 
and  has  a  moderately  high  sheen. 

Provenance 

To  (Associated  American  Artists'  Galleries,  New  York,  1941);  (Paul 
Rosenberg  &  Go.,  New  York,  by  1944);  to  Joseph  S.  and  Ethel  B. 
Atha,  Kansas  City,  Mo.,  1944;  to  NAMA,  1945. 

Exhibitions 

Associated  American  Artists'  Cialleries,  New  Yoi'k,  Max  Weber. 
11  Februai-v-15  March  1941,  no.  6;  Baltimore  Mirseum  of  Art, 
Paintings  bij  Max  Weber.  13  Februaiy-14  March  1942,  no  cat.; 


Department  of  Fine  Arts,  Garnegie  Institute,  Pittsburgh,  Exhibi- 
tion of  Paintings  by  Max  Weber,  9  March-18  April  1943,  no.  45; 
Virginia  Museum  of  Fine  Arts,  Richmond,  TJie  Fourth  Biennial 
Exhibition  of  Conteinporanj  American  Pai)itin<is,  19  March- 
16  April  1944,  no.  163;  San  Francisco  Museum  of  Art,  Conteni- 
porarij  Painting,  11  Jnly-13  August  1944,  no  cat.;  Gincinnati  Art 
Museum,  An  American  Sitoic:  Louis  Bouche,  Edward  Hopper, 
Wah  KuJ}n,  Yasuo  Ku)iiyoslii,  Jolin  Marin,  Max  Weber,  1  October- 

5  November  1948,  no.  85;  Kansas  State  Gollege,  Manhattan,  Fine 
Arts  Festival,  23  April-3  May  1953,  no  cat.;  Des  Moines  Art  Genter, 
Iowa,  Comnuinicatim^Ai-tfrom  Midwestern  Collections:  American 
and  European  Paiirti)igs  and  Sculpture,  iSs^-igsS^  13  October- 

6  November  1955,  no.  26;  Wildenstein  and  Gompany,  New  York, 
The  America)}  Visioi:  Paintings  of  Three  Centuries;  A  Loan  Exhibi- 
tion Sponsored  bij  Time,  the  Weekly  Newsmagaziiw  for  the  Bow- 
fit  of  the  Anwrican  Federation  of  Arts,  23  October^iG  November 
1957,  no.  33;  Universit)-  Genter,  University  of  Kansas  C^itv,  ]VIo., 
Inaugural  Exhibition,  29  September-25  October  1961,  no  cat.; 
Fine  Arts  Galleiy  of  San  Diego,  The  Newspaper  in  Anwrican  Art, 
12  October-7  November  1965,  no.  36;  Lake\/iew  Genter  for  the 
Arts  and  Sciences,  Peoria,  III.,  The  Newspaper  in  Anwrican  Art, 
8-30  October  1966,  no.  23:  Joslyn  Art  Museum,  Omaha,  Neb.,  The 
Growing  Spectrum  of  Anwrican  Art,  20  September-16  November 
1975,  no.  80;  Albrecht  Art  Museum,  St.  Joseph,  Mo.,  Anwrican 
Art  from  the  Nelson  Gallery,  1  November  1976-31  Januaiv  1977, 
no  cat.;  Jewish  Museum,  New  York,  Max  Weber:  Anwrican  Mod- 
ern, 5  October  1982-5  November  1983  (traveled),  no.  76;  Nassau 
GountA-  Museum  of  Art,  Roslyn  Harbor,  N.Y.,  Anwrican  Realism 
between  dw  Wars:  1919  to  1941,  10  April-5  June  1994,  no.  68. 

References 

Doris  Brian,  "E  Pluribus  Weber,"  Art  News  40  (15-28  Februaiy 
1941),  38;  Forbes  Watson,  "Max  Weber— 1941,"  A;HcncY/)i  Maga- 
zine of  Art  34  (Februaiy  1941),  78  (as  The  Latest);  Max  Weber, 
exh.  cat.  (New  York:  Associated  American  Artists"  Gafieries,  1941), 
unpaginated;  Jeanette  Jena,  "Mtix  Weber  Paintings  on  Display  at 
Institute:  Exhibition  by  Noted  Artist  Found  Exciting,  Representa- 
ti\'e  of  Gontemporaiy  World,"  Pittsburgh  Post-Gazette,  12  March 
1943,  22;  John  O'Connor  Jr.,  "Max  Weber:  Exhibition  of  His  Paint- 
ings at  the  Garnegie  Institute  from  March  9  to  April  18,"  Carnegie 
Magazine  16  (March  1943),  304;  Exhibition  of  Paintings  by  Max 
Weber,  exh.  cat.  (Pittsburgh:  Department  of  Fine  Arts,  Carnegie 
Institute,  1943),  unpaginated;  The  Fourth  Biennial  E.\7i//;/f/();i  of 
Contemporary  Anwncan  Paintings,  exh.  cat.  (Richmond:  \'irginia 
Museum  of  Fine  Arts,  1944),  31;  "Recent  Gifts  to  the  Contempo- 
ran-  American  Painting  Collection,"  Gallery  News  (Wilfiam  Rock- 
hill  Nelson  Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts) 
12  (December  1945),  5;  Max  Weber,  Max  Weber  (New  York: 
American  Artists  Group,  1945),  unpaginated;  "Modern  Painters 
Are  Aided  h\  tl  ie  Friends  of  Art,"  Kansas  City  Star,  12  April  1947, 
9]^;  An  American  Show:  Louis  Bouche,  Edward  hhrpper,  Walt 
Kulni,  Yastu)  Kuniyoshi,  John  Man}i,  Max  Weber,  exh.  cat.  (Cin- 
cinnati: Cincinnati  Art  Museum,  1948),  unpaginated;  NAMA  1949, 
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20,5;  Winifred  Shields,  "A  Special  Collection  of  Works  Is  Growing 
at  Nelson  Galleiy,"  Kansas  City  Star,  19  May  1950,  28;  "Renais- 
sance in  the  Midwest,"  Time,  18  October  1955,  77;  Communicat- 
ing Aii  fro  )n  Midicestern  Collections:  American  and  European 
Paintings  and  Sculpture,  183,5-1,95,5,  exh.  cat.  (Des  Moines,  Iowa; 
Des  Moines  Art  Center,  1955),  unpaginated;  Bob  Sanford,  "A  Pan- 
oramic Look  at  American  Art,"  Kansas  City  Times,  6  November 
1957,  32:  The  American  Vision:  Paintings  of  Three  Centuries;  A 
Loan  Exhibition  Sponsored  bij  Ti)ne,  the  Weekly  Newsmagazine 
for  the  Benefit  of  t J le  American  Federation  of  Ans,  exh.  cat.  (New 
York:  Wildenstein  and  Company,  1957),  unpaginated;  Alexander 
Eliot,  Three  Hundred  Years  of  America)]  Painting  (New  York: 
Time,  1957),  182-8,3;  NAMA  1959,  258;  The  Newspaper  in  Ameri- 
can Art,  exh.  cat.  (San  Diego:  San  Diego  Fine  Arts  Galleiy,  1965), 
unpaginated;  Tlie  Newspaper  in  American  Art,  exh.  cat.  (Peoria, 
111.:  Lakeview  Center  foi"  the  Arts  and  Sciences,  1966),  unpaginated; 
NAMA  1973,  255;  The  Growing  Spectrum  of  American  Art,  exh. 
cat.  (Omaha,  Neb.:  Joslyn  Art  Museum,  197,5),  37>  73;  Alfred  Wer- 
ner, Max  Weber  (New  York:  Hariy  N.  Abrams,  1975),  unpaginated, 
pi.  118;  Jo  Ann  Lewis,  "The  Immigrants'  Vision  and  2oth-Centuiy 
Painting,"  Dialogue,  no.  57  (3/1982),  12;  Percy  North,  Max  Weber: 
American  Modern,  exh.  cat.  (New  York:  Jewish  Museum,  1982),  78; 
Benjamin  Harshav  and  Barbara  Ilarshav,  American  Yiddish  Poetry: 
A  Bilingual  Anthologi/  (Berkeley  and  Los  Angeles:  University  of 
California  Press,  1986),  319,  812;  Eh  Barnavi,  ed.,  A  Historical 
Atlas  of  the  Jewish  People,  fron  the  Time  of  the  Patriarchs  to  the 
Present  (New  York:  Alfred  A.  Knopf,  1992),  218;  American  Realism 
between  the  Wars:  igig  to  1941,  exh.  cat.  (Roslyn  Harbor,  N.Y.: 
Nassau  County  Museum  of  Art,  1994),  32,  64;  Cany  Apgar,  Shaun 
O'L.  Higgins,  and  Colleen  Striegel,  The  Newspaper  in  Art  (Spo- 
kane, Wash.:  New  Media  Ventures,  1996),  73,  136,  210;  Ernest 
Levy,  Just  One  More  Dance:  A  Story  of  Degradation  and  Fear, 
Faith  and  Compassion,  from  a  Survivor  of  the  Nazi  Death  Camps 
(Edinburgh:  Mainstream  Publishing,  1999),  cover. 


Benjamin  West  (1738-1820) 

Mr.  and  Mrs.  JoJin  Custance,  1778  -b 

(A  Gentleman  and  Lady,  Painted  in  Conimemoration  of 

Their  Marriage) 

Oil  oil  canvas 

60 '/t  X  84%  in.  (1,5,3  ^  214.9  cm) 

Signed  and  dated  lower  right:  B.  West  1778 

Purchase:  Nelson  Trust,  ,34-77 

Technical  Notes 

The  canvas  has  been  lined,  probably  using  a  glue-based  adhesive. 
The  tacking  margins  appear  to  have  been  removed.  Infrared  reflec- 
tography  (IRR)  reveals,  over  an  opaque,  light  gray  ground,  a  brush- 
applied  underdrawing  that  outlines  the  face  and  body  of  Cupid, 
the  Custances'  joined  hands,  the  drapeiy,  and  Hymen's  proper 
right  wing.  West  rendered  the  painting  indirectly  using  opaque 
paint  with  a  medium-rich  fluid  paste  consistency  and  transparent 
glazes.  Loose  brushwork  is  evident  in  the  drapeiy  and  background. 
IRR  also  reveals  that  West  reduced  the  width  of  the  drapeiy  above 
Mrs.  Custance's  proper  right  arm,  slightly  changed  the  folds  of  the 
blue  fabric  on  Mr.  Custance's  proper  left  wrist,  raised  the  edge  of 
Cupid's  proper  left  foot  slightly,  reshaped  the  folds  of  the  gold  fab- 
ric on  the  lower  right,  reduced  the  width  of  the  column,  and  raised 
the  red-brown  ftibric  near  Mr.  Custance's  pi'oper  left  shoulder. 
Thick  underlying  paint  strokes  reveal  that  "West  overpainted  a  cen- 
tral flower  on  Hymen's  head.  Mechanical  and  traction  cracks  have 
developed  overall;  stretcher  cracks  have  also  formed,  and  several 
impact  cracks  are  visible.  Museum  conseivation  stall  has  treated 
the  painting  tA\'ice,  in  1977  and  2006.  During  the  2006  treatment, 
grime  and  a  discolored  synthetic  varnish  were  removed,  a  layer  of 
mastic  was  applied,  and  abrasion,  existing  fills,  and  distracting  trac- 
tion and  stretcher  cracks  were  carefully  retouched. 

Provenance 

To  John  and  Frances  Beauchamp-Proctor  Custance  (the  sitters), 
Weston  House,  Norfolk,  Eng.,  1778;  to  Hambleton  Thomas 
Custance  (son  of  the  sitters),  by  descent;  to  Sir  Hambleton  Francis 
Custance  (grandson  of  the  sitters),  by  descent;  to  Colonel  Frederic 
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distance  (great-grandson  of  the  sitters),  by  descent;  to  Lady  Olive 
Eleanor  distance  Douglas  (great-great-granddaughter  of  the  sit- 
ters), Weston  House,  Norfolk,  Eng.,  by  descent;  to  (Messrs.  Chris- 
tie, Manson  &  Woods,  London,  20  May  1927,  lot  110  [as  Portraits 
of  Mr  and  Mrs.  Joltii  Ciistaiicc])- to  Madame  Herz,  1927;  (Jacques 
Seligmann  &  Co.,  New  York,  by  1933);  to  NAMA,  1934. 

Exhibitions 

Royal  Academy  of  Arts,  London,  The  Exhibition  of  the  Royal 
Acadeinij,  24  April-29  May  1779,  no.  344  (as  A  Gentleman  and 
Ladij,  Painted  in  ComnienwraHo)i  of  Tlieir  Marriage)-  Springfield 
Museum  of  Fine  Arts,  Mass.,  ["Opening  Exhibition  of  Eighteenth- 
Century  Paintings"],  7  October-2  November  1933,  no.  6;  Baltimore 
Museum  of  Art,  A  Snrveij  of  Anieriean  Painting,  10  Januaiy- 
28  Februaiy  1934,  no.  6  (as  Portrait  of  Mr  and  Mrs.  John  Cnstance); 
William  Rockhill  Nelson  Gallery  of  Art  and  Maiy  Atkins  Museum 
of  Fine  Arts,  Kansas  CiW,  Mo.,  Aineriean  Eighteenth  Century  Aii, 
4  March-i  April  1934,  no  cat.;  PennsyK'ania  Museum  of  Art,  Phila- 
delphia, Benjamin  West,  1738-1820,  5  March-io  April  1938,  no.  32 
(as  Portrait  of  Mr  and  Mrs.  John  Cnstance);  WiUiam  Rockhill  Nel- 
son Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas Cits',  Mo.,  The  Ceidnry  ofMozaii,  15  Jamian-4  March  1956, 
no.  105;  William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  Kansas  City,  Mo.,  Kaleidoseope  of  Ameri- 
can Painting:  EisJ^teenth  and  Nineteorth  Centuries,  2  December 
ig77_22  Januan'  1978,  no.  7;  Baltimore  Museum  of  Art,  Benjamin 
West:  American  Painter  at  the  Enghsh  Court,  4  June-20  August 
1989,  no.  26. 
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Benjamin  West  (i738-iS2()) 

Raphael  West  and  Benjamin  West  Jr..  Sons  of  the  Artist, 
c.  1796  -f 

{Portrait  of  Two  Brothers) 
Oil  oil  cam  as 

36'/4  X  ag-yifi  in.  (92.1  x  74.4  cm) 

Gift  of  the  Laura  Nelson  Kirl<\\'oo(l  Residuan' Trnst,  44-41/1 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  using  a  glue- 
based  adhesive,  causing  an  overall  flattening  and  a  pronounced 
canvas  weave.  A  faint  cusping  pattern  is  visible  on  the  bottom  edge, 
but  the  tacking  margins  have  been  removed,  making  it  impossible 
to  determine  whether  the  dimensions  have  been  altered.  Inlrared 
reflectographv  (IRR)  reveals  that,  o\'er  the  opaque,  medium  red- 
brown  ground,  a  few  paint  strokes  outline  the  facial  featiu'es  and 
clothing.  West  painted  the  portrait  indirectly  using  thin  and  fluid 
opaque  paint,  tran.sparent  gla/es,  and  loose,  painterly  brushwork 
overall.  Several  underlying  paint  strokes  suggest  that  West  o\'er- 
painted  clouds  at  the  center  of  die  top  edge  and  repainted  the  lapel 
of  the  vest  worn  by  the  figure  on  the  left.  IRR  also  suggests  that 
the  clasped  hands  of  the  figure  on  the  right  were  painted  (^n  top 
of  thick  paint  strokes  related  to  the  spotted  vest.  A  mildly  cupping 


craquelure  pattern  has  de\'eloped  overall  \\ithout  causing  \isual 
impact.  A  vertical  area  of  damage,  possiblv  a  prexious  fold  in  the 
canvas,  is  evident  on  the  right  edge.  During  a  prexious  cleaning 
several  glazes  appear  to  have  been  removed,  particularly  from  the 
face  on  the  left.  Significant  retouch  and  ovei-paint  are  located  in 
the  faces,  hands,  and  hair  of  the  figures,  and  in  the  red  lapel  and 
the  sk-v.  Museum  consen'ation  staff  treated  the  painting  in  1966, 
at  which  time  a  discolored  varnish  and  overpaint  were  removed, 
damage  was  retouched,  and  a  svnthetic  \'arnish  was  applied. 

Provenance 

Mrs.  Albert  F.  West,  London;  to  (Messrs.  Christie,  Manson  & 
Woods,  London,  19  March  1898,  lot  144  [as  Portraits  of  the  Same, 
When  Older,  the  One  in  Brown  Coat,  the  Other  with  Yellow  Ve.st, 
Standiiii^  Together]);  to  Obach.  1898;  WiUiam  Rockhill  Nelson, 
Kansas  Cit)/,  Mo.,  before  1915;  to  Ida  H.  Nelson  (\\afe  of  William 
Rockhill  Nelson),  Kansas  Cit)',  Mo.,  by  bequest,  1915;  to  Laura 
Nelson  Kirk^vood  (daughter  of  Ida  H.  Nelson),  Kansas  Cit)',  Mo., 
bv  bequest,  1921;  to  Laura  Nelson  Kirlavood  Residuaiy  Trust, 
Kansas  City,  Mo.,  1926;  to  NAMA,  1944. 

Exhibitions 

Royal  Academy  of  Arts,  London,  Tlie  Exhibition  of  the  Botjal  Aead- 
emij,  1  May-17  June  1797,  no.  189  (as  Portrait  oj  Two  Brothers); 
Milwaukee  Art  Center,  Wise,  Tlie  Inner  Circle,  15  Septenfljer- 
23  Octobei-  1966,  no.  99;  National  Portrait  Galleiy,  Washington, 
D.C.,  Benjamin  West  and  His  American  StudeiUs,  16  October  1980- 

19  Apiil  1981  (traveled),  unnumbered;  Raltimore  Museum  of  Art, 
Benjamin  West:  Anwrican  Painter  at  the  Enajlsh  Court,  4  June- 

20  August  1989,  no.  40  (as  Raphael  and  Beitjamin  West,  So)is  of 
the  Artist). 
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Benjamin  West  (1738-1820) 
Yemis  Comforting  Cupid,  c.  1796 

(Cupid  Wounded  by  a  Bee  in  the  Finger;  Venus  and  Cupid; 
Cupid  Stung  bij  a  Bee) 

Oil  on  cam  a.s 

30%  X  26 '/s  in.  (77.2  X  66.4  cm) 
Pnrcliase:  Nelson  Trust,  3:3-12/1 

Technical  Notes 

The  original  open,  plain-\\'eave  can\-as  was  lined  using  a  glue-based 
adhesive,  slightly  flattening  the  moderate  impasto.  Stretcher  cracks 
are  present  near  aU  four  edges.  The  right  edge  was  enlarged  slightly, 
probabK'  bv  West  when  he  con\-erted  the  rectangular  painting  to 
an  oval  format.  Infrai-ed  reflectograph)'  did  not  detect  an  under- 
drawng  over  the  opaque,  light  gray  ground.  Under  magnification, 
opa(|ue,  black  paint  is  vdsible  beneath  Cupid's  torso  and  the  hands, 
faces,  and  necks  of  both  figures.  West  painted  the  picture  indirectly, 
using  opa(|ue  paint  of  vamng  consistencies  and  transparent  glazes. 
Pentimenti  show  that  Venus  once  wore  a  pearl-studded  waistband. 
Thick  strokes  in  the  underlving  paint  la\'er  reveal  minor  changes  to 
the  drapeiT  of  Venus  s  sleeve.  Mended  canx'as  tears  appear  at  the 
bottom  of  Venus  s  chin,  above  the  flowers  in  her  arm,  and  on  her 
white  bodice.  There  ma\'  also  be  a  mended  puncture  at  the  back 
of  Venus  s  hair.  A  small  canvas  bulge  is  located  near  the  lower  left 
corner.  A  fine  cracjuelure  is  \isible  overafl.  Traction  cracks  have 
formed  in  manv  areas.  A  small  amount  of  paint  abrasion  is  evident 
in  the  hair  of  both  figures.  Large  and  small  areas  of  retouch  appear 
throughout.  Duiing  a  veiy  early  restoration,  sections  of  orange  hair 
were  added  to  the  top  and  back  edge  of  Venus's  head,  and  ten- 
drils were  added  on  her  proper  left  shoulder.  Crude  black  under- 
painting  beneath  these  additions  and  black  outlines  within  Cupids 


250 


wing  were  probablv  also  added  at  this  time.  During  a  nineteendi- 
centuA'  restoration,  the  painting  was  returned  to  a  rectangular 
format  and  the  bottom  edge  was  cropped  just  below  Venus  s  left 
hand.  When  the  painting  was  lined,  perhaps  in  the  late  nineteenth 
centuiT,  this  section  was  returned  to  the  picture  plane,  leaving  two 
parallel  horizontal  cracks  near  the  bottom.  Museum  consei-\'ation 
staff  treated  the  painting  in  1976,  at  which  time  discolored  varnish 
and  o\  erpaint  were  remo\-ed,  minor  paint  losses  were  filled  and 
retouched,  and  a  synthetic  varnish  was  applied. 

Provenance 

(Messrs.  Christie,  Manson  &  Woods,  London,  21  December  1923, 
lot  44  [as  Venus  and  Cupid]);  to  Arthur  Tooth,  London.  1923;  to 
(American  Art  Galleries,  New  York,  19  Februaiy  1925,  lot  42); 
(Ehrich  Galleries,  New  York);  to  NAMA,  1933. 

Exhibitions 

Possibh'  Royal  Academy  of  Arts,  London,  3  May-12  June  1802. 
no.  135  (as  Cupid  Wounded  hij  a  Bee  in  the  Finger);  M.  H.  de  Young 
Memorial  Art  Museum,  San  Francisco,  Exhibition  of  American 
Painting,  7  June-7  July  193,5,  no.  47;  Pennsylvania  Museum  of  Art, 
Philadelphia,  Benjamin  West,  1738-1820,  5  March-io  April  1938, 
no.  46;  William  Rockhill  Nelson  Cialleiy  of  Art  and  Maiy  Atkins 
Museum  of  Fine  Arts,  Kansas  City,  Mo.,  The  Century  of  Mozai-t, 
15  Januai-v-4  March  1956,  no.  107;  William  Rockhill  Nelson  Gal- 
lei-v  of  Art  and  MaiT  Atkins  Museum  of  Fine  Arts,  Kansas  Citv, 
Mo.,  Kcdeidoscope  of  American  Painting:  Eighteenth  and  Nine- 
teenth  Centuries,  2  December  1977-22  Januaiy  1978,  no.  29. 

References 

Possibly  The  Exhibition  of  the  Royal  Academy,  exh.  cat.  (London: 
B.  McMillan,  1802),  8  (as  Cupid  Wounded  by  a  Bee  in  the  Finger); 
possibly  "A  Correct  Catalogue  of  the  Works  of  Mi-.  West,"  PidAic 
Characters  of  180,5  (London,  180,5),  5^6  (as  Cupid  Complaining  to 
Venus  of  a  Bee  Having  Stung  His  Finger);  possibly  "A  Correct  List 
of  the  Works  of  Mr.  West,"  Universal  Magazine  (London)  3  (June 
1805),  530  (as  Do.  of  Cupid  Complaining  to  Venus  of  a  Bee  Having 
Stung  His  Finger);  possibly  Joel  Barlow,  The  Columbiad.  A  Poem 
(Philadelphia:  C.  and  A.  Conrad,  1807),  435  (as  Cupid  Shoics  Venus 
His  Finger  Stung  by  a  Bee);  possibly  "A  Correct  Catalogue  of  the 
Works  of  Benjamin  West  Esq.,"  La  Belle  Assemblee;  or.  Bells  Court 
and  Fashionable  Magazine  (London)  4  (1808),  supplement,  18  (as 
Picture  of  Cupid  Complaining  to  Venus  of  a  Bee  Having  Stung 
His  Finger);  possibly  lohn  Gait,  "A  Catalogue  of  the  Works  of  Mr. 
West,"  in  The  Life,  Studies,  and  Works  of  Benjamin  West,  Esq., 
President  of  the  Royal  Academy  of  London  (London:  T.  Cadell  and 
W.  Davies,  1820),  pt.  2:229  (as  Do.  of  Cupid  Complaining  to  Venus 
of  a  Bee  Having  Stung  His  Finger);  Messrs.  Christie,  Manson  & 
Wood,  London,  21  December  1923,  lot  44  (as  Venus  and  Cupid); 
"Benjamin  West  Painting  Acquired  by  the  William  Rockhill  Nelson 
Gallery  of  Art,"  Kan.sas  City  Star,  26  March  1933,  Inset  sec,  i; 
"Nelson  Galleiy  Kansas  City,  Acquires  Art  Covering  Wide  Range," 
Art  Digest  7  (1  April  1933),  7;  "The  Acquisitions,"  Art  Digest  8 


(1  December  1933),  22;  "The  WiUiam  Rockhill  Nelson  Galleiy  of 
Art:  Complete  Catalogue  of  Paintings  and  Di-awdngs,"  Art  Neics  32 
(9  December  1933),  28;  "Recent  Purchases  for  Nelson  Museum," 
[1933],  clipping,  NAMA  curatorial  files;  NAMA  1933,  123,  138; 
M.K.P,  "Colonial  Art  and  Textiles  Draw  Crowds  to  Two  Cen- 
ters," Kan.sas  City  Times,  5  March  1934,  13;  Exhibition  of  Ameri- 
can Painting,  exh.  cat.  (San  Francisco:  M.H.  de  Young  Memorial 
Museum,  1935),  unpaginated;  Richard  Graham,  "Benjamin  West: 
American  Romantic;  A  First  One-Man  Show  in  Philadelphia  on 
His  Bicentenaiy,"  Art  l<!eics  36  (19  March  19,38),  13:  "Local  Show 
Reveals  Progress  Women  Have  Made  in  Painting,"  Kansas  City 
Star,  1  April  1938,  20;  Benjamin  West,  1738-1820,  exh.  cat.  (Phil- 
adelphia: Pennsylvania  Museum  of  Art,  1938),  43;  NAMA  1941, 
167;  "The  Centuiy  of  Mozart,"  Bulletin  (William  Rockhill  Nelson 
Galleiy  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts)  1  ( 1956),  32; 
NAMA  1959,  258;  John  Gage,  "Magilphs  and  Mysteries,"  Apollo  80 
(July  1964),  38,  40,  4in20;  NAMA  1973,  255;  possibly  John  Dillen- 
berger,  Boijamin  West:  The  Context  of  His  Life's  Work  with  Par- 
ticular Attention  to  Paintijigs  with  Religious  Subject  Matter  (San 
Antonio:  Trinity  Universit}/ Press,  1977),  app.  1:174,  ig^  {-ds  Picture 
of  Cupid  Complaining  to  Venus  of  a  Bee  Havi)ig  Stung  His  Finger 
and  Cupid  Wounded  by  a  Bee  in  the  Finger);  NAMA  1977,  28; 
Robert  C.  Alberts,  Benjamin  West:  A  Biography  (Boston:  Hough- 
ton Mifflin,  1978),  227  (as  Cupid  Stung  by  a  Bee);  possibly  Joseph 
Farington,  The  Diary  of  foseph  Farington,  ed.  Kenneth  Garlick 
and  Angus  Mcintvre  (New  Haven:  Yale  Universit)-  Press,  1978), 
3:702-3,  722,  732,  744,  750-51;  Ross  E.  Taggart,  "American  Paint- 
ings in  the  Nelson-Atkins  Museum  of  Art,  Kansas  Citv,  Missouri," 
Antiques  122  (November  1982),  1028;  Helmut  von  Erffa  and  Allen 
Stalev,  The  Painti)igs  of  Benjamin  West  (New  Haven:  Yale  Univer- 
sity Press,  1986),  129-30,  234-35,  460-61  (as  Cupid  Stung  by  a 
Bee);  NAMA  1991,  60-61;  John  Gage,  Color  and  Meaning:  Art, 
Science,  and  Symbolism  (Berkeley  and  Los  Angeles:  Universit)-  of 
California  Press,  1999),  1,54-55. 
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William  Ruthven  Wheeler  (1832-1893) 
Justus  H.  BodwelU  1859 

Oil  on  caiu'a.s 

36 '/s  X  29'/ifi  in.  (91.8  X  73,8  cm) 

Signed  and  dated  lower  left:  WHEELER  /  1859 

Gift  of  Thomas  L.  Beckett  in  nieniorv  of  Ethel  Knapp  Beckett 

and  Samuel  F.  Beckett,  F84-23 

Technical  Notes 

The  fine,  tightly  wovem,  plain-weave  canvas  has  been  lined  using  a 
wax-based  adhesive.  The  tacking  margins  have  been  remox'ed.  The 
painted  pictm-e  surface  does  not  extend  to  the  outei-most  edges 
on  the  left  or  right  edges,  but  it  is  uncertain  whether  the  vertical 
dimension  has  been  altered.  A  brown  wash  may  have  been  applied 
over  the  opaque,  off-white  ground.  Wheeler  painted  the  portrait 
indirectly  using  opa(|ue  paint  and  transparent  gla/.es.  It  is  thinly 
painted  o\'erall  widi  only  a  few  thick  paint  strokes  that  highlight 
the  epaulets,  sword  handle,  and  buttons.  A  fine,  slightly  cupped 
cra(|uelin-e  pattern  has  formed  (n  erall.  In  tlie  face,  dark  mechanical 
cracks  are  somewhat  visuallv  distracting.  A  spii-al  crack  is  located 
above  the  head  on  die  proper  left  side.  Fine  retouch  in  the  upper 
left  background,  the  center  of  the  jacket,  and  the  hair  and  larger 
areas  of  retouch  near  the  edges  are  matte  and  light  in  color  when 
compared  with  the  sun-ounding  original  paint.  The  varnish,  which 
may  be  discolored,  is  unsatm'ated  with  the  exception  of  the  outer 
perimeter  that  has  been  covered  by  the  frame  spandrels. 

Provenance 

To  Justus  H.  Bodwell  (the  sitter),  Adrian,  Mich.,  1858;  Ethel 
Knapp  (Mrs.  Samuel  F.)  Beckett  (great-niece  of  the  sitter),  Smith- 
ville.  Mo.,  by  descent;  to  Thomas  L.  Beckett  (son  of  Ethel  Knapp 
Beckett),  Kansas  City,  Kans.,  by  descent;  to  NAMA,  1984. 


Eliza  Whitney  (dates  unknown) 
Kin^i^  Nebuchadnezzar  and  the  Prophet,  c.  1830 

Oil  painl  on  \  el\  et,  movmted  on  hoard 
20  X  23  in.  (50.8  X  58.4  cm) 
Purchase:  Nelson  Trust,  ,33-182 

Technical  Notes 

The  painting  was  executed  on  velvet  fabric  that  appears  to  be  light 
beige.  The  edges  of  the  velvet  were  mounted  to  a  pressboard  panel 
widi  an  unkno\\'n  adhesive.  Fine  black  and  brown  paint  strokes 
outline  the  compositional  elements  and  may  relate  to  an  under- 
drawing. Whitney  painted  the  composition  with  thin,  opa(|ue 
paint  and  washes  that  stain  the  pile  of  the  veK'ct.  A  few  areas  of 
paint  and  pile  loss  are  e\ident,  mainly  near  the  edges.  Two  xevti- 
cal  tears  in  the  velvet  are  located  on  the  right  side  of  the  top  and 
bottom  edges.  Age  and  light  exposure  have  discolored  the  veK-et 
overall. 

Provenance 

(Michael  J.  de  Sherbinin,  New  York);  to  (American  Folk  Art  Gal- 
leiy  with  Downtown  Galleiy,  New  York,  1933);  to  NAMA,  1933. 

Exhibitions 

[ewish  Museum,  New  York,  Biblical  Tlwiues  in  American  Folk 
Aii\  20  April-i  July  1954,  no.  24  (as  Nebuchadnezzar  and  the 
Prophct)\  Museum  of  Fine  Arts  of  Houston,  American  Primitive 
Art,  6-29  Januaiy  1956,  no.  1  (as  Anonymous). 

References 

Downitown  Gallen'  Becoixls,  1924-74,  Archi\'es  of  American  Art, 
Smidisonian  Institution,  microfilm  reel  5561,  frame  484,  microfilm 
reel  5564,  frame  1027,  microfilm  reel  5605,  frame  575,  microfilm 
reel  5611,  frame  955;  Biblical  Themes  in  American  Folk  A;t,  exh. 
cat.  (New  York:  Jewish  Museum,  1954),  unpaginated  (as  Nebu- 
chadnezzar and  the  Prophet);  American  Primitive  Art,  exh.  cat. 
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(Houston:  Museum  of  Fine  Arts  of  Houston,  1956),  unpaginated 
(as  Anonymous);  NAMA  1959,  258;  NAMA  1973,  255. 


Ola  Alice  Forbes  Wickham  (1889-1963) 
Young  Cottonwoocis,  1940 

Oil  oil  canvas 

23  X  ly'/if-i  in.  (58. 4  X  44  cm) 

Signed  and  dated  lower  right:  forbes-wickham  /  1940 
Gift  of  Miss  Margaret  Maude  Forbes,  R64-9 

Technical  Notes 

The  fine,  lightweight,  plain-wea\'e  canvas  is  unlined,  but  the  back 
of  the  canvas  is  covered  by  a  sheet  of  heavyweight  beige  paper 
inserted  between  the  stretcher  and  canvas.  Wickham  probably 
applied  the  thin,  opac^ue,  gray  ground.  She  painted  the  landscape 
directly  with  opaque,  pastelike  paint  and  prominent  brushwork. 
Wet-into-wet  paint  applications  are  visible  in  the  sky  and  the  grass. 
Wide,  somewhat  cupping  mechanical  cracks  have  developed  over- 
all. A  few  paint  losses  are  also  visible.  There  are  numerous  canvas 
distortions,  one  of  which  mav  have  occiu'red  while  the  paint  was 
still  wet,  causing  the  paint  to  fold  onto  itself  The  painting  appears 
to  be  unvarnished,  and  a  small  amount  of  grime  is  visible  on  the 
surface. 

Provenance 

To  Margaret  Maude  Forbes  (sister  of  the  artist),  Norman,  Okla.; 
to  NAMA,  1964. 


OlAF  WiEGHORST  (1899-1988) 
Liclian  Trail,  c.  1959 

Oil  on  cam  as 

24'/(  X  .3o'/i  in.  (61.6  X  76. 8  cm) 

Signed  lower  left:  O — \\'iegliorst;  inscribed  lower  right:  © 
Gift  of  Mr  and  Mrs.  (olin  K.  Cioodman.  F83-40 

Technical  Notes 

The  somewhat  loose,  imlined,  plain-weave  canvas  has  numerous 
slubs  and  irregularities.  The  painted  picture  smface  does  not  con- 
tinue to  the  intact  tacking  edges,  indicating  that  the  dimensions 
are  original.  The  canvas  was  commercially  primed  \\ith  an  opaque, 
off-white  ground,  over  which  Wieghorst  appears  to  have  applied 
a  textm-ed  light  yellow  imprimatiu-a.  He  rendered  the  landscape 
^^'ith  thin,  fluid  layers  of  opaque,  transparent,  and  semiti-anspar- 
ent  paint.  The  figin-es  and  horses  are  loosely  painted.  Dai-k  brown 
glazes  were  added  to  the  shadows.  A  few  localized  mechanical 
cracks  have  developed,  and  there  appears  to  be  a  slightly  discol- 
ored natural  resin  varnish  on  the  siu-face. 

Provenance 

To  John  K.  and  Aline  Goodman,  Tucson,  Ariz.,  1959;  to  NAMA, 
1986. 

Exhibitions 

Whitney  Galleiy  of  Western  Art,  Buffalo  Bill  Historical  Goiter, 
Gody,  Wyo.,  ExJiibitiou  of  Paintings,  Drawings,  and  Sadpfure  by 
Nofaldc  Docnmcnifarij  Artists  of  the  Old  West;  Also  Plains  Indian 
Aii  and  Other  Western  An\ericana,  1  May-15  September  1962, 
no.  181  (as  Islez  Perce);^  National  Gowboy  Hall  of  Fame  and  West- 
ern Heritage  Genter,  Oklahoma  Gity,  Retrospective  Exhibition  of 
Olaf  Wieghorst,  15  November  1974-19  Januaiy  1975,  not  in  cat.; 
Fine  Arts  GaUeiy  of  San  Diego,  Olaf  Wieghorst,  24  July-29  August 
1976,  no.  8  (as  Indian  Conntnf);  Tucson  Museum  of  Art,  Ariz., 
Olaf  Wieghorst  Retrospective,  10  Octobei-29  No\'ember  1981,  not 
in  cat.;  Albrecht-Kemper  Museum  of  Art,  St.  Joseph,  Mo.,  ["Spring 
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Reinstallation  of  the  Grimes  Western  Art  Galleiy"],  18  March- 
24  September  1994,  no  cat. 

References 

Exhibition  of  Painfiii<is,  Drawings,  and  Sculpture  by  Notable 
Documentanj  Aiiists  of  the  Old  West;  Also  Plains  Indian  Aii  and 
Other  Western  Amerieana,  exh.  cat.  (Cody,  Wyo.:  Whitney  Gal- 
leiy of  Western  Art,  Buffalo  Bill  Historical  Center,  1962),  15  (as 
Nez  Perce)-  Olaf  Wie^horst,  exh.  cat.  (San  Diego:  Fine  Arts  Gal- 
leiy of  San  Diego,  1976),  11  (as  Indian  Country):  James  E.  Diye, 
A  Collector's  Guide  to  the  Prints  of  Olaf  Wieghorst  (Mesa,  Ariz.: 
Spidy  Quality  Publishing,  2000),  68-69. 

Note 

1.  A  paper  label  on  the  back  of  the  frame  and  a  pliotograph  in  the  artist  files  at 
the  Whitney  Gallen-  of  Western  Art,  Buffalo  Bill  Historical  Center  Cody, 
Wyo..  indicate  hidicni  Trail  was  exhibited  there  1  May-15  September  1962. 
The  photograph  oi' hidiaii  Trail  is  inscribed  "#181." 
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overpainted  sections  of  the  trees  at  left,  and  dark  brown  paint 
remains  faintly  visible.  Areas  of  low  impasto  were  flattened  slightly 
bv  the  lining  technique.  A  few  traction  cracks  have  formed  in  the 
dark  trees  on  the  horizon  line.  A  small  amount  of  fine  retouch  is 
e\'ident  near  the  edges.  Under  magnification,  there  appears  to  be 
paint  abrasion  in  the  thick  brushwork  of  the  sky.  Yellowed  x  arnish 
residues  remain  in  the  interstices  of  the  paint.  Museum  conseiva- 
tion  staff  treated  the  painting  in  1968,  at  which  time  a  discolored 
varnish  was  removed,  the  painting  was  lined,  and  a  synthetic  var- 
nish with  a  moderate  sheen  was  applied. 

Provenance 

Albert  R.  and  Mabel  N.  Jones,  Kansas  City,  Mo.;  to  NAMA,  1933. 
Exhibition 

Utah  Museum  of  Fine  Arts,  University  of  Utah,  Salt  Lake  City, 
Alexander  Helwig  Wyant,  i836-i8g2,  3-31  March  1968,  no.  29. 

References 

"In  Gallei^'  and  Studio,"  Kansas  City  Star,  3  March  1934,  4; 
"Liberal  with  Art,"  Kansas  City  Star,  1  Januaiy  1936,  8  (as  Home 
Farms);  "Art,"  Kemsas  City  Star,  30  August  1936,  loA;  "J^ty'" 
Gallery  News  (William  Rockhill  Nelson  Caller)'  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts)  6  (May  1940),  3;  NAMA  1940,  24; 
NAMA  1941,  167;  NAMA  1959,  258;  Alexander  Helxcio  Wyant, 
i836-i8g2,  exh.  cat.  (Salt  Lake  Git)':  Paragon  Press,  1968),  unpagi- 
nated;  Roberts.  Olpin,  "Alexander  Hekdg  Wyant  (1836-1892), 
American  Landscape  Painter:  An  Livestigation  of  His  Life  and 
Fame  and  a  Critical  Analysis  of  His  Work  with  a  Catalogue  Rai- 
sonne  of  Wyant  Paintings,"  Ph.D.  diss.,  Boston  University,  1971, 
222,  406-7,  461,  483,  535;  NAMA  1973,  255. 


Alexander  Helwig  Wyant  (1836-1892) 
Home  Farm,  n.d. 

Oil  on  canvas 

16  X  2o'/s  in.  (40.6  X  51.1  cm) 

Signed  lower  center:  A.  II.  Wyant 

Gift  of  Mr  and  Mrs.  Albert  R.  Jones,  33-1602 


Technical  Notes 

The  fine,  tightlv  woven,  plain-weave  canvas  has  been  lined  using 
a  Wcix-based  adhesive.  The  painted  picture  surface  does  not  con- 
tinue to  the  intact  tacking  margins,  indicating  tliat  the  dimensions 
are  original.  Wyant  appears  to  have  applied  a  thin  medium  brown 
wash  over  the  opaque,  light  beige  ground.  Pie  painted  the  scene 
indirectly  with  opaque,  relatively  fluid  paste  paint,  transparent 
glazes,  and  prominent  brushwork,  especially  in  the  sl<y.  The  artist 
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Alexander  Helwig  Wyant  (1836-1892) 
Landscape,  n.d. 

Oil  on  canvas 

14%  X  24^/1  in.  (36.5  X  61.6  cm) 

Signed  lower  left:  A.  H.  Wvant 

Bequest  of  Mrs.  Walter  M.  Jaccard,  R61-2/8 

Technical  Notes 

The  lightweight,  tightly  woven,  plain-weave  canvas  is  unlined.  The 
painted  picture  surface  does  not  continue  to  the  intact  tacking 
edges,  indicating  that  the  dimensions  are  original.  The  canvas  was 
probably  commercially  primed  wdth  a  thin,  opaque,  gray  or  beige 
ground.  Wyant  painted  the  landscape  indirectly  wth  opaque,  paste- 
like paint  and  thin,  fluid,  transparent  glazes.  Mechanical  cracks 
have  formed  overall,  and  a  few  faint  stretcher  cracks  are  x-isible 
near  the  edges.  Undiflations  of  the  canvas  have  developed  along 
the  bottom  edge.  The  varnish  appears  to  be  discolored  and  unsatu- 
rated, resulting  in  an  overall  shilt  in  tonalit}^.  There  is  a  whitish 
haze  on  the  dark  brown  paint  of  the  tallest  trees  that  appears  to  be 
a  slight  blanching  of  the  varnish. 

Provenance 

Gertrude  Elizabeth  (Mrs.  Walter  M.)  Jaccard,  Kansas  City,  Mo.; 
to  NAMA,  1961. 

References 

"Check  List  of  Acquisitions,  1962,"  Bulletin  (William  Rockhill  Nel- 
son Gallery  of  Art  and  Mai'v  Atkins  Museum  of  Fine  Arts)  4  (Octo- 
ber 1962),  17;  NAMA  1973,  255. 


Newell  Convers  Wyeth  (18S2-1945) 
Illustration  for  ^'Driinis"  c.  1928  -f 

Oil  on  can\  as 

26'/i  X  4,oVh  in.  (67.3  x  101.9  ™'^) 

Signed  upper  right:  N.C.  Wyeth /"Yy 

Gift  of  Sarali  and  Landon  Rowland,  2006.6 

Technical  Notes 

The  mediiun-weight,  plain-weave  can\'as  has  numerous  slubs  and 
irregularities  and  is  unlined.  The  painted  picture  surface  does  not 
continue  onto  the  right,  left,  or  bottom  tacking  margins,  indicating 
that  these  edges  are  original.  Wveth  applied  cream  paint  to  the  top 
tacldng  edge,  where  it  co\'ers  a  thin  strip  of  the  original  painted  pic- 
ture surface.  The  canvas  was  commercially  primed  with  an  opaque, 
off-white  groimd.  Wyeth  painted  the  scene  directlv  \\n\h  thin,  fluid, 
opaque  paint.  Although  the  paint  was  thinlv  applied  overall,  there 
are  a  fe\^'  thick,  pastelike  paint  strokes  along  the  top  edge.  Infra- 
red reflectography  suggests  that  Wyeth  lowered  the  gun  held  by 
the  second  man  from  the  left  side  of  the  central  group  and  also 
the  topmost  gun  in  this  same  group.  Wyeth  also  altered  branches 
on  several  of  the  central  trees  by  adding  a  few  paint  strokes  on 
top  of  the  varnish  and  ox  ei-painted  a  signature  at  the  upper  right 
with  gray  paint.  Museum  consemition  staff  treated  the  painting  in 
2006,  at  which  time  a  heav\'  layer  of  grime  and  a  discolored  varnish 
were  removed,  a  convex  can\  as  bulge  near  the  center  and  two  stiff 
bulges  on  the  bottom  edge  were  humidified  and  flattened,  and  a 
mastic  varnish  was  applied. 

Provenance 

Dr.  Philip  Gillette  Cole,  New  York;  possibly  Samuel  and  Saidye 
Bronfman,  Montreal,  Canada;  Baron  Alain  de  Gunzburg  and  Bar- 
oness Minda  Bronfman  de  Gunzburg,  Paris;  to  (Drouot  Richelieu, 
Paris,  1  July  2005,  lot  40  [as  Illustration  pour  Drums  de  James 
Boyd]);  to  (Sotheby's,  New  York,  30  November  2005,  lot  235);  to 
Sarah  and  Landon  Rowland,  Kansas  City,  Mo.,  2005;  to  NAMA, 
2006. 
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References 

Janies  Boyd,  Drums  (New  York:  C.  Scribners  Illustrated  Classics, 
1928),  endpapers;  William  Chauncv  Langdon,  Evenj  Day  Tiiin^is 
ill  American  Life,  i6oy-iyj6  (New  York;  Charles  Scribners  Sons, 
1937),  119  (as  Colonial  Forces  Recruited  from  the  Peoples  of  the 
Mountain  Regions);  Douglas  Allen  and  Douglas  Allen  Jr.,  N.  C. 
Wijcth:  Tlie  Collected  Paintings,  Illustrations  and  Murals  (1972; 
New  York:  Bonanza  Books,  19S4),  198;  Drouot  Richelieu,  Paris, 
1  July  2005,  lot  40  (as  Illustration  pour  Drums  de  James  Boyd); 
Sotheby's,  New  York,  30  No\'ember  2005,  lot  235. 


Unknown  Artist 
Farm  Scene,  1873 

Oil  oil  acaclenn"  hoard 

11%  X  24 '/s  in.  (29.5  X  61.3  cm) 

Signed  and  dated  lower  left:  Mrs.  B[?]  [OldredgPJe  Dee.  6.  1873. 
Source  Unknown,  2007.2 

Technical  Notes 

The  board  was  commercialK'  primed  with  an  opacjue,  off-white 
layer.  The  scene  was  created  with  thin  and  fluid  paint.  Thick  paint 
strokes  in  the  underlying  paint  layer  reveal  that  the  roofline  on 
the  left  building  was  lowered.  On  this  same  building,  beige  paint 
strokes  outline  a  larger  door  that  probably  relates  to  this  larger 
building.  The  imeven  varnish  is  discolored.  Localized  mechanical 
cracks  have  developed  in  the  upper  left  quadrant  and  trees. 


Unknown  Artist 
Five  Chicks,  c.  1820-40 

Paint  on  velvet 

SVs  X  10V4  in.  (20.6  X  26  em) 

Purchase:  Nelson  Tnrst,  33-46 

Technical  Notes 

The  painting  was  executed  on  a  light  beige  velvet  fabric  with  a 
selvedge  on  the  right  edge.  The  painted  picture  sui-face  does  not 
continue  to  the  edge,  indicating  that  the  dimensions  are  original. 
Opaque  oil  paint  stains  the  velvet  pile.  Thicker  paint  is  \  isible  on 
the  foreground  flowers.  Individual  paint  strokes  outline  the  wings, 
legs,  and  eyes.  Numerous  shades  of  g]-een  were  applied  to  the 
foreground,  and  the  somewhat  diT  and  loose  application  creates 
texture.  The  velvet  support  produces  soft  paint  edges.  Foxing  and 
light  brown  discoloi'ation  appear  in  unpainted  sections.  A  small 
tear  with  um-aveling  threads  is  present  on  the  top  right  edge  at 
the  junction  of  die  tacking  edge  and  painted  surface.  There  is  one 
small  hole  in  the  velvet  at  the  lower  left  edge.  Former  frame  condi- 
tions iriay  ha\'e  caused  the  few  sc]-atches  on  the  outermost  edges. 
The  painting  is  unvarnished. 

Provenance 

Isabel  Carleton  Wilde,  Cambridge,  Mass.;  to  (American  Folk  Art 
Galleiy  with  Downtown  Galleiy,  New  York,  1931);  to  NAM  A, 

1933- 

EXHIRITION 

Albright  Art  Galleiy,  Buffalo,  N.Y.,  Centennial  Exhihilion,  1  July- 
1  August  1932,  no.  73  (as  Chicks). 

References 

Downtown  Galleiy  Records,  1924-74,  Archives  of  American  Art, 
Smithsonian  Institution,  microfilm  reel  5561,  frame  474,  microfilm 
reel  5605,  frame  553,  mici-ofilm  reel  5611,  frame  1025;  Centennial 
Exhibition,  exh.  cat.  (Buffalo,  N.Y:  Albright  Art  Galleiy,  1932).  9 
(as  Chicks). 
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Unknown  Artist 
Henry  P.  Geijer,  c.  1873-75 

Oil  oil  canvas 

43  X  32 '/s  in.  (109.2  X  81.6  cm) 

Bcc|ne.st  of  C^lara  CJowgill  Cxjclirane,  47-41 


Unknown  Artist 

The  Hon.  Herman  Allen  Moore,  c.  1844 

Oil  on  canva.s 

3oyiB  X  25'/s  in.  (77  x  63.8  cm) 
Bequest  of  Edgar  A.  Moore,  37-34 


Technical  Notes 

The  fine,  plain-weave  canvas  has  been  fined  to  a  fabric  suppoit, 
and  die  tacking  niargiiis  have  been  removed.  Stretcher  cracks  vis- 
ible on  the  edges  indicate  that  the  dimensions  have  not  been  sig- 
nificantly altered,  if  at  all.  The  canvas  was  primed  with  an  opaque, 
off-white  ground  laver.  The  artist  painted  indirectly  using  thin, 
fluid,  opacjue  paint  and  ti-ansparent  glazes.  The  background  and 
clothing  were  loosely  painted.  Mechanical  cracks  have  developed 
overall.  Nvuuerous  small  bulges  in  the  canvas  are  evident  through- 
out, and  the  canvas  weave  is  pronounced  as  a  result  of  lining.  Paint 
abrasion  is  evident  along  the  left  edge,  foreground,  and  possibly 
the  glazes  on  the  pants.  Retouch  is  e\ident  throughout,  and  the 
varnish,  which  appears  to  be  synthetic,  is  discolored. 

Provenance 

To  Louisa  Rocklord  Geyer  (later  Mrs.  Milton  Cowgill,  mother  of 
the  sitter);  to  Clara  Cowgill  Cochrane  (half  sister  of  the  sitter);  to 
NAMA,  1947. 

Exhibition 

St.  Louis  Art  Museum,  By  Heart  (iiid  Hand:  America)}  Folk  Art  in 
Missouri  Collections,  23  Februaiy-20  March  1984,  no  cat. 

References 

nama  1959,  258;  nama  1973,  255. 


Technical  Notes 

The  unlined  canvas  is  a  some\\'hat  open,  plain-wea\'e  fiibric  with 
numerous  slubs  and  irregularities.  The  painted  picture  surface 
does  not  extend  to  the  intact  tacldng  edges,  indicating  that  the 
dimensions  are  original.  The  artist  applied  a  thin,  opaque,  off- 
white  gi-ound  la\'ei-  and  painted  directly  mth  opaque  paint.  The 
jacket  was  undei-painted  with  black  paint.  The  artist  appears  to 
have  reduccnl  the  bottom  of  the  proper  left  ear  slightly.  Tacks  on 
the  upper  light  co]-ner  ha\'e  torn  through  the  tacking  margin,  leav- 
ing it  unsupported.  Numerous  stiff  undulations  are  e\'ident,  mainly 
on  the  left  edge.  A  few  small  bulges  on  the  bottom  edge  mav  be 

O  O  CT  - 

associated  witli  debris  lodged  between  the  canx'as  and  stretcher 
member.  A  few  teai-s  are  present  on  the  tacking  edges.  Two  ai-eas 
of  retouch  are  located  on  the  small  hole  at  lower  right  and  above 
the  bottom  button. 

Provenance 

Edgar  A.  Moore  (grandson  of  the  sittei"),  Kansas  City,  Mo.;  to 
NAMA,  1937. 

References 

Margaret  Hamilton,  "Glimpses  into  the  Diaries  of  One  ol  Kansas 
City's  'First  Families,""  Kansas  City  Star,  12  December  1937,  6C; 
NAMA  1959,  258  (as  The  Hon.  Henna)}  A.  Moot);  NAMA  1973, 
255  (as  The  Hon.  He)'))}a)}  A.  Moo)~e). 
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Unknown  Artist 

HiigJi  Gibson  Glenn  witli  Flintlock  Rifle,  c.  1830 

Oil  on  cam  a.s 

3o'/i  X  25'/>i  in.  (76. S  x  63.8  cm) 

Bequest  of  Meredith  E.  Singleton  in  mcMnon- of  Charles  M,  Singleton, 
2000.8 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined,  causing  the 
can\'as  weave  to  become  pronounced.  The  painted  picture  sur- 
face does  not  continue  to  die  tacking  margins,  indicating  diat  die 
dimensions  ai'e  original.  The  thin,  opa(|ue,  off-white  ground  layei" 
was  likely  applied  bv  the  artist.  The  portrait  was  rendered  with 
thin,  fluid,  opaque  paint  and  transparent  glazes.  A  few  dark  lines, 
possibly  graphite,  are  evident  beneath  the  paint  of  the  trigger  and 
fingers  of  the  proper  right  hand.  MildK'  cupping  mechanical  cracks 
have  developed  o\'ci-all,  mainly  at  the  edges  and  corners.  The  var- 
nish, pi'obably  synthetic,  is  somewhat  discolored.  Small  areas  of 
retciucli  are  scattered  throughout. 

Provenance 

Meredith  E.  Singleton,  Kansas  City,  Mo.;  to  NAMA,  2000. 


Unknown  Artist 

(formerly  attrib.  to  Thomas  Doughty) 
Landscape,  the  Fernj,  n.d. 

(Hudson  Valleij:  Landscape;  Hudson  River  Scene;  The  Ferry) 
Oil  on  can\  as 

ayVi  X  42.VH  in.  (70.5  x  107  cm) 
Purchase:  Nelson  Trust,  33-2/4 

Technical  Notes 

The  tightly  woven,  plain-weave  can\as  has  been  lined.  Tacking 
margins  have  been  removed,  and  black  papei-  tape  covei's  die  outer 
edges  of  the  canvas.  Thus,  it  is  unclear  whedier  the  dimensions 
have  been  altered.  An  overall  opa(|ue,  light  pink  impiimatura,  \1s- 
ible  due  to  abrasion,  was  applied  over  the  thin,  opaque,  off-white 
ground.  Under  specular  illumination,  thick,  bi-oad  bnishwork  is 
visible  thi-oughout  the  landscape  and  appears  to  be  associated 
wnth  the  iniprimatura.  The  landscape  was  indirectly  painted  using 
opaque  oil  paint  and  transparent  glazes.  Localized  mechanical 
cracks  have  formed  throughout.  Paint  abrasion  is  evident  among 
die  right  and  left  foreground  trees,  the  edges  of  the  central  tree, 
and  water.  Two  tiny  paint  losses,  in  the  central  fbi-egj-ound,  were 
retouched  without  the  use  of  fill  material.  A  small  amount  of  fine 
retouch,  on  top  of  the  S)aithetic  varnish,  is  scattered  throughout, 
mainly  at  the  edges. 

Provenance 

(Ehrich  Galleries,  New  York);  to  (Robert  C.  Vose  Galleries,  Boston, 
1930);  to  NAMA,  1933. 

Exhibitions 

Macbeth  Cxalleiy,  New  York,  Painliii<i^s  of  I  he  Hudson  River  School, 
25  Janua)y-i3  Februaiy  1932,  no.  1  (as  Hudson  Vallcij  by  Thomas 
Doughty  );  University  of  Kansas  Museum  of  Art,  Lawrence,  A»;cn- 
ca)i  PaintiufJ^,  3  June-10  November  1955,  ]i()  cat.;  Municipal  Audi- 
torium, Kansas  Citv,  Mo.,  ["Exhibition  in  Gonjunction  with  the 
(Consumers  Cooperati\'e  Association's  31st  Annual  Meeting"], 
1-4  December  1959,  no  cat.;  Pennsylvania  Academy  of  the  Fine 
Arts,  Philadelphia,  Thomas  Dou^hfij,  ijgs-18,'^6:  An  American 
Pioneer  in  Landscape  Painting,  19  October  1973-7  April  1974 
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(traveled),  no.  40  (artist  as  Thomas  Doughty);  Lowe  Art  Museum, 
Universit)'  of  Miami,  Coral  Gables,  Fla.,  igiJi  Ceniitrij  American 
TopograpJiic  PatJitcrs.  21  November  1974-5  Januaiy  1975,  no.  39 
(as  Hudson  River  Scene  by  Thomas  Doughty);  Charles  H.  Mac- 
Nider  Museum,  Mason  Cit}',  Iowa,  igth-Centnnj  Anwrican  Arts 
and  Crafts,  17  August-14  September  1975,  no  cat.  (typewritten 
checklist  gives  artist  as  Thomas  Doughty);  William  Rockhill  Nel- 
son Gallew  of  Art  and  Maiy  Atkins  Museum  of  Fine  Arts,  Kan- 
sas City,  Mo.,  Kaleidoscope  ofAnierican  Paintin^g:  Eiahfeentli  and 
Nineteenth  Centuries,  2  December  1977-22  Januaiy  1978.  no.  40 
(as  Landscape  with  Ferry  by  Thomas  Doughty);  Washington  Uni- 
versity- Galleiy  of  Art,  St.  Louis,  TJie  Beautiful  the  SnhUnie,  and 
the  Picturesque:  British  Influences  on  Anwrican  Landscape  Paint- 
ing, 18  Februaiy-8  April  1984,  no.  32  (as  Landscape  with  Ferry 
by  Thomas  Doughty). 

References 

Roval  Cortissoz,  "The  Hudson  River  and  Barbizon  Men,"  New 
York  Herald  Tribune,  31  JanuaiT  1932,  sec.  7,  9  (as  Hudson  Valley 
by  Thomas  Doughty);  "New  York  Exhibition  May  Start  Revival 
of  Hudson  River  School,"  Art  Digest  6  (1  Februaiy  1932),  5  (as 
Landscape  by  Thomas  Dought)^);  Painti}\gs  of  the  Hudson  River 
School  exh.  cat.  (New  York:  Macbeth  Galleiy,  1932),  unpaginated 
(as  Hudson  Valleij  by  Thomas  Doughty);  "Art  News,"  Kansas  City 
Journal-Post,  14  May  1933,  2B  (as  The  Ferry  by  Thomas  Doughty); 
"The  Acquisitions,"  Ai~t  Digest  8  (1  December  1933),  21  (artist 
as  T.  Doughty);  "The  William  Rockhill  Nelson  Gallery  of  Art: 
Complete  Catalogue  of  Paintings  and  Drawings,"  Ai-f  News  32 
(9  December  1933),  28  (artist  as  T.  Doughty);  NAMA  1933,  137 
(artist  as  T.  Doughty);  "Art,"  Kansas  City  Star,  30  August  1936, 
loA  (as  The  Ferry  by  Thomas  Doughty);  "Temporaiy  Exhibitions," 
Netcs  Flashes  (William  Rockhill  Nelson  Galleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts)  2  (1  September  1936),  1  (as  The 
Ferry  bv  Thomas  Doughty);  "American  Landscape  Paintings," 
Netcs  Flashes  (William  Rockhill  Nelson  Cialleiy  of  Art  and  Maiy 
Atkins  Museum  of  Fine  Arts)  8  (June  1939),  1  (as  The  Ferry  by 
Thomas  Dought)');  "American  Ciroup  of  Landscapes  at  Art  Gal- 
leiy," Kansas  City  Journal-Post,  23  July  1939,  14  (as  The  Ferry  by 
Thomas  Doughty);  NAMA  1959,  143  (artist  as  Thomas  Doughty); 
Frank  PL  Goodyear  Jr.,  Thomas  Doughty,  17,9,3-1856;  An  Ameri- 
can Pioneer  in  Landscape  Painting,  exh.  cat.  (Philadelphia:  Penn- 
sylvania Academy  of  the  Fine  Arts,  1973),  29,  pi.  40  (artist  as 
Thomas  Doughty);  NAMA  1973,  2,51  (artist  as  Thomas  Doughty); 
iQth  Century  American  Topographic  Painters,  exh.  cat.  (Coral 
Gables,  Fla.;  Lowe  Art  Museum,  University  of  Miami,  1974),  13 
(as  Hudson  River  Scene  by  Thomas  Doughty);  NAMA  1977,  38 
(as  Landscape  with  Fern/  bv  Thomas  IDoughty);  Ross  E.  Taggart, 
"American  Paintings  in  die  Nelson-Atkins  Museum  of  Art,  Kansas 
City,  Missouri,"  Anticjues  122  (November  1982),  10,30-31,  1033 
(artist  as  Thomas  Doughty);  "The  Beautiful,  the  Sublime,  and  the 
Picturesque:  British  Influences  on  American  Landscape  Painting," 
Gallery  of  Art  (Washington  University,  St.  Louis),  Februaiy  1984, 
unpaginated  (as  Landscape  with.  Ferry  by  Thomas  Doughty);  The 


Beautiful,  the  Suhlinw,  and  die  Picturesque:  British  Influences  on 
American  Landsca))c  Pai)iti)ig,  exh.  cat.  (St.  Louis:  Washington 
Universitv  Galleiy  of  Art,  1984),  62-63  (as  Landscape  with  Ferry 
by  Thomas  Doughty). 


Unknown  Artist 

Many  and  Her  Lamb,  c.  1820-40 

Oil  oil  velvet 

16%  X  iS%  in.  (42.2  X  47. ,3  cm) 
Purclia.se:  Nelson  Trn.st,  33-47 

Technical  Notes 

The  painting  was  executed  on  a  light  beige  \^elvet  fabric  that  has 
become  (hscolored  over  time.  The  velvet  support  remains  \isible 
throughout  the  composition  and  senses  as  the  light  tone  defining 
the  girl's  and  the  lamb's  faces.  The  painted  picture  surface  does  not 
continue  to  the  outer  edges  on  the  right  and  left  edges,  indicating 
that  the  width  is  original.  The  artist  applied  oil  paint  in  thin  washes 
that  stain  the  velvet.  Loose,  horizontal  strokes  are  present  in  the 
foreground,  and  somewhat  diy  paint  strokes  were  appUed  to  tlie 
trees  in  the  upper  half  of  the  painting.  A  vertical  tear  is  located  at 
the  outer  right  edge  of  the  paint  surface.  A  cleaning  test  removed 
the  top  laver  of  black  paint  on  the  lamb,  creating  a  fairly  prominent 
light  spot. 

Provenance 

C.K.  Johnson,  Greenwich,  Conn.;  to  (American  Folk  Art  Galleiy 
with  Downtown  Galleiy,  New  York,  1932);  to  NAMA,  1933. 

Exhibition 

Museum  of  Modern  Art,  New  York,  American  Folk  Aii:  The  Art 
of  the  Common  Man  i)i  America,  ly^o-igoo,  30  November  1932- 
28  Februaiy  1934  (WiUiam  Rockliill  Nelson  Galleiy  of  Art  and 
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Mtuy  Atkins  Museum  of  Fine  Arts,  Kansas  City,  Mo.,  only), 
unnumbered,  not  in  cat. 

References 

Downtown  Gallei-y  ReccHxls,  1924-74,  Arclii\-es  of  American 
Art,  Smithsonian  Institution,  microfilm  reel  5561,  frame  498, 
microfilm  reel  5605,  frame  572,  microfilm  reel  5611,  frame 
943;  "Art:  The  William  Rockhill  Nelson  Galleiy  of  Art  Ac(|uires 
Seven  Examples  of  American  Folk  Art,  Including  an  Old  Model 
Weather  Vane  of  Unusual  Merit,"  Kansas  City  Star,  19  March 

i933>  ISA- 


Unknown  Artist 
Poiirait  of  a  Boij,  19th  centiiiy 

Oil  on  canvas 

24%  X  20V4  in.  (62.9  X  51.4  cm) 
Gift  of  VIr.s.  A.G.  Sinitli,  42-34/2 

Technical  Notes 

The  fine,  lightu'cight,  plain-weave  canv  as  has  been  lined  to  a  heavy- 
weight fabric  with  numerous  slubs  and  irregularities.  The  painted 
picture  surface  contirmes  onto  the  current  tacking  margins,  so  the 
dimensions  appear  to  have  been  reduced.  A  thin,  opaque,  light 
gray  ground  layer  was  applied.  The  portrait  was  painted  tiiinly 
and  indirectly  with  opaque  paint  and  transparent  glazes.  A  fine 
craquelure  pattern  has  developed,  and  localized  traction  cracks 
are  present  in  the  face,  background,  dog's  nose,  and  childs  hair. 
Numerous  pinpoint  losses  of  paint  and  ground  appear  throughout 
but  seem  to  be  stabifized  ly  die  fining,  which  also  enhanced  the 
canvas  weave.  The  natural  varnish  is  discolored  and  unsaturated. 
Retouch  in  the  background  surrounds  the  head  and  shoulders. 


arm,  dog's  proper  right  paw,  waist  of  dress,  and  possibly  other  back- 
groimd  areas. 

Provenance 

Kitty  M.  Smidi;  to  NAMA,  1942. 

Reference 
NAMA  1959,  258. 


Unknown  Artist 

(formerly  attrib.  to  Ethan  Allen 
Greenwood) 

Poii-rait  of  a  Family,  c.  1835 
(TJie  McGoldrick  Fauiihj) 

Oil  on  canva.s 

4o'/i  X  50%  in.  (102.2  X  128.6  cm) 

Gift  of  VIr.s.  Edith  Grcgor  Ilalport,  36-88 

Technical  Notes 

The  plain-weave  canvas  retains  a  selvedge  on  the  top  edge  and 
has  becMi  lined.  The  tacking  margins  are  presened.  The  painted 
picture  surface  does  not  appear  to  continue  to  the  tacking  margins, 
indicating  that  the  dimensions  are  original.  The  artist  applied  a 
thill,  opaque,  cream-cokired  ground  layen  The  portrait  was  ren- 
dert>d  using  primarilv  opacjue,  thin  paint,  but  a  lew  glazes  were 
applied  to  shadows.  The  paint  film  is  generalh'  diin,  and  die  can- 
vas weave  texture  remains  visible.  Paint  depicting  the  background 
covers  part  of  the  woman's  hat,  indicating  that  the  background  was 
painted  after  the  figures  or  that  the  artist  reworked  this  part  of  the 
composition.  Wide,  slightly  cupped  mechanical  cracks  have  devcl- 
oped,  as  have  diagonal  corner  cracks  and  several  spiral  cracks.  An 
L-shapcd  mended  tear  can  be  seen  at  the  top  right  edge.  The  natu- 
ral resin  varnish  is  thick  and  discolored.  Small  amounts  of  paint  loss 
and  retouch  are  apparent. 
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Provenance 

Ashley(?),  Plainfield.  N.J.;  to  (American  Folk  Art  Galleiy  \mth 
Downtown  Galleiy,  New  Yori<,  bv  1944);  to  NAMA,  1956. 

Exhibitions 

Probabh'  Do\\-nt()wn  Galleiy,  New  Yori<,  American  Ai~t  ig44: 
igfh  Annual  Exiiihilicni,  3-28  October  1944,  not  in  cat.;  New 
Jersey  State  Museum,  Trenton,  America)}  Folk  Art  Exhibition, 
16  December  1945-17  Februai"v  1946,  no  cat.;  Downtown  Gal- 
lei"v.  New  York,  Summer  Exliihitioir  Recent  Paintiit<i^s  and  Sculp- 
ture .  .  .  Combined  with  a  Selection  of  hnporlant  American  Folk 
Art,  2  July-30  August  1946,  no  cat.;  Downtown  Galleiy  New  York, 
Masterpieces  in  American  Folk  Art,  4-21  September  1946,  no.  6 
(as  The  McGoldrick  Faniih/);  Dallas  Art  Museum,  America)}  Folk 
Art,  17  November-22  December  1946,  no  cat.;  American  Folk  Art 
Galleiy  New  York,  Tlie  A))}erican  Faniihj:  Folk  Pai)}ti)}iis,  17S0- 
18^0,  8-28  September  1948,  no.  7  (as  The  McGoldrick  Fa)nih/ 
attributed  to  Ethan  Allen  Greenwood). 

References 

Downtown  Galleiy  Records,  1924-74,  Archives  of  American  Art, 
Smithsonian  Institution,  microfilm  reel  5559,  frames  65-67  (as  The 
McGoldrick  Fa))iilij  attributed  to  Ethan  Allen  Greenwood),  micro- 
film reel  5564,  frame  1021  (as  McGoldrick  Fa))}ihj),  microfilm  reel 
5611,  frame  599  (as  The  McGoldrick  Fa)i}ilij  of  New  Yoi  k  attrib- 
uted to  Ethan  Allen  Greenwood);  Edward  Alden  Jewell,  "The 
Naive  and  the  Knowing,"  New  York  Ti)nes,  8  September  1946,  8X 
(as  McCxoldrick  Fan}ihj)\  Judith  Kaye  Reed,  "Nostalgic  Gharm  of 
Native  Primitives,"  Art  Diciest  20  (15  September  1946),  7  (as  The 
McGoldrick  Famihj  attributed  to  Ethan  Allen  Greenwood);  Mas- 
teiyieces  in  An}erican  Folk  Art,  exh.  cat.  (New  York:  Downtown 
Galleiy  1946),  unpaginated  (as  TJie  McGoldrick  Famihj)\  "Local 
Season  Opens  wdth  Top  Exhibitions,"  New  York  World-Tele<ii'a))}, 
14  September  1948,  23  (discussed  as  McGoldrick  Family);  A.  L., 
"Family  Portraits  bv  Early  Folk  Painters,"  Art  Digest  22  (15  Sep- 
tember 1948),  24  (as  Unknown,  Tlie  McGoldiick  Fai}iih/)\  "The 
Art  Season  Begins:  Galleries  Here  Plan  Extensive  Programs  for 
the  Year  1948-49,"  Neic  York  Su)i,  17  September  1948,  24  (as 
The  McGoldrick  Fa)nil)j  attributed  to  Edian  Allen  Greenwood); 
The  Anierican  Famihj:  Folk  P(ti)}li\}^^s,  lyj^o-iS^o,  exh.  cat.  (New 
York:  American  Folk  Art  Galleiy,  1948),  unpaginated,  cover  (as 
The  McGokb'ick  Fa}i}ihj  attributed  to  Ethan  Allen  Greenwood); 
NAMA  1973,  252  (as  The  McGoldrick  Famihj  attributed  to 
Ethan  A.  Greenwood);  Ross  E.  Taggart,  "American  Paintings  in  the 
Nelson-Atldns  Museum  of  Art,  Kansas  Gity,  Missouri,"  Anticjues 
122  (November  1982),  1029  (as  The  McGoldrick}  Fan}ihj  attrib- 
uted to  Ethan  Allen  Greenwood);  James  West  Davidson,  Natio)}  of 
Nations:  A  Narrative  Historij  of  the  Anierican  Reptdjlic  (New  York: 
McGraw-Hill,  1989),  1:446;  NAMA  1991,  23-24  (as  The  McGold- 
rick Family  attributed  to  Ethan  Allen  Greenwood). 


Unknown  Artist 

(formerly  attrir.  to  Rorert  Fulton) 

Captain  Benjamin  L.  Waitc\  c.  1825-33 
{Self-Port rait  [of  Robert  Fulton]) 

Oil  on  canx  a.s 

3o'/iH  X  ■i~)Vh  in.  (76.4  X  63.8  cm) 
Purchase:  Nelson  Trust,  33-167 

Technical  Notes 

The  tightlv  woven,  plain-weave  can\-as  has  been  lined,  and  the 
tacking  margins  are  intact.  The  painted  picture  surface  does  not 
continue  to  the  tacking  edges,  indicating  that  the  dimensions  are 
original.  The  opac^ue,  off-white  ground  la\-er  was  likelv  applied  by 
the  artist.  The  poi'trait  was  indirecth'  painted  with  opaque  paint 
and  transparent  glazes.  Iirfrared  rcflectographv  re\eals  a  few  faint 
underdrawing  lines  beneath  the  face,  proper  right  hand,  and 
objects  on  the  table  that  were  possibly  applied  bv  brush.  Also,  t^v() 
slightly  diagonal  underdrawing  lines  are  evident  abo\'e  the  proper 
right  hand,  but  how  these  relate  to  the  composition  is  unclear.  The 
paint  laver  is  thin  and  fiuid.  The  artist  appears  to  ha\-e  initially 
painted  the  proper  right  collar  close  to  the  cheek  before  oveq^aint- 
ing  this  shape  and  painting  a  collar  cuning  outward  toward  the 
viewer.  The  artist  reduced  the  width  of  the  face  and  raised  the 
right  shoulder.  Thick  paint  strokes  in  the  underMng  paint  layer 
reveal  a  slightly  larger  triangle-shaped  shadow  on  the  proper 
right  lapel.  Fine  overall  mechanical  cracks  ha\'e  no  \1sual  impact. 
Areas  of  retouch  as  well  as  small  amounts  of  abrasion  appear 
throughout.  A  synthetic  varnish  was  added  as  part  of  treatment 
in  1970. 

Provenance 

Captain  Benjamin  L.  Waite  (the  sitter),  Stamford,  Conn.;  to  Sara 
Davis  Waite  Washburn  (adopted  daughter  of  the  sitter),  North 
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Stainford,  Conn.,  bv  beqnest,  1874;  to  Catherine  Davis  Smith 
(sister  of  Sara  Da\-is  Waite  Washbnrn),  New  Paltz,  N.Y.;  to  Jennie 
Post  \VoK'en  (daughter  of  Catherine  Davis  Smith),  New  Salem, 
N.Y.,  by  bequest,  1917;  to  Mrs.  Staats,  Somemlle,  N.J.,  1927;  to 
(Ehrieh  Galleries,  New  York,  1927);  to  NAMA,  1933. 

Exhibitions 

M.H.  de  Young  Memorial  Museum,  San  Franciseo,  Exhihiiion 
of  American  Painting,  7  June-7  July  1935,  no.  13  (as  ScJf-Portraii 
by  Robert  Fulton);  M.  Knoedler  &  Co.,  New  York,  Waslu)i0on 
In:iii<i^  and  His  Circle,  8-26  October  1946,  no.  5  (as  Self-Poil rait 
hv  Robert  Fulton);  Allento\^^"l  Art  Museum,  Pa.,  Tlie  World  of 
Be}\janiin  West,  1  May-31  July  1962,  no.  80  (as  Self  Poi-trait  by 
Robei-t  Fulton);  William  Rockhill  Nelson  Galleiy  of  Art  and  Majy 
Atkins  Museum  of  Fine  Arts,  Kaleidoscope  of  American  Painting: 
Eighteentl]  and  Nineteenth  Centuries,  2  December  1977-22  Jan- 
uaiy  1978,  no.  13  (as  Presumed  Scf  Portrait  by  Robert  Fulton); 
National  Portrait  Galleiy,  Smithsonian  Institution,  Washing- 
ton. D.C.,  Return  to  Albion:  Americans  ii}  England,  i-/6o-iq40, 
20  April-16  September  1979,  no.  38  (as  Self-portrait  by  Robert 
Fulton). 

References 

NAMA  1933,  126,  137  (as  Self  Portrait  by  R.  Fulton);  "The  William 
Rockhill  Nelson  Galleiy  of  Art:  Complete  Catalogue  of  Paintings 
and  Drawings,"  A;-/  News  32  (9  December  1933),  28  (as  Self  Por- 
trait hx  Robert  Fulton);  Fhrich  Galleries,  advertisement.  Art  Neics 
32  (9  December  1933),  107  (artist  as  Robert  Fulton);  Exliibitio)! 
of  American  Painting,  exh.  cat.  (San  Francisco;  M.H.  de  Young 
Memorial  Museum,  1935),  nnpaginated  (as  Self-Port  rail  by  Robert 
Fulton);  Alan  Burroughs,  Lin\ners  a)\d  Likenesses:  Three  Coxtu- 
ries  of  American  Painting  (Cambridge,  Mass.:  Han'ard  University 
Press,  1936),  111,  fig.  80  (as  Self  Portrait  hy  Robert  Fulton);  Elea- 
nor J.  Fulton,  "Robert  Fulton  as  an  Artist,"  Papers  Read  before  the 
Lancaster  Conntij  Historical  Societij  42  (1938),  79  (as  Portrait  of 
the  Artist  by  Robert  Fulton);  Washing^ton  having  and  His  Circle, 
exh.  cat.  (New  York:  M.  Knoedler  &  Co.,  1946),  17-18  (as  Self- 
Port  rait  bv  Robert  Fulton);  "Art  Sets  Fashion  Key:  Paintings  to 
Be  Displaved  in  Mindlin's  Style  Event,"  [1948],  cHpping,  Scrap- 
book,  NAMA  Archives  (as  Self  Portrait  by  Robert  Fulton);  NAMA 
1949,  200  (as  Self  Portrait  by  Robert  Fulton);  Pictorial  Plistonj  of 
the  World:  The  Story  (f  Man's  Progress  from  Prehistoric  Times  to 
the  Presort,  Told  i)i  2,000  Piclnres,  200,000  Words,  with  Portfolios 
of  so  Full  Color  Plates  and  Historical  Maps  (Wilton,  Conn.:  pub- 
Ushed  bv  the  editors  of  Year,  1956),  430  (artist  as  Robert  Fulton); 
"Fashion  in  the  Arts,"  Fashion  Digest,  Fall  1960/Winter  1961,  42; 
TJie  World  of  Boijamin  West,  exh.  cat.  (Allentown,  Pa.:  Allen- 
town  Art  Museum,  1962),  90  (as  Self  Portrait  by  Robert  Fulton); 
NAMA  1973,  171,  252  (as  Self  Portrait  by  Robert  Fulton);  NAMA 
1977,  19  (as  Presumed  Sef  Portrait  hv  Robert  Fulton);  Return 
to  Albion:  Americans  /»  pJigland,  iy6o-ic)40,  exh.  cat.  (Wash- 
ineton,  D.C.:  National  Portrait  Galleiy,  Smidisonian  Institution, 
1979),  nnpaginated  (as  Self-])ortrait  by  Robert  Fulton);  Richard 


Kenin,  Return  to  Albion:  Americans  in  England,  iy6o-iQ40  (New 
York:  Holt,  Rineliart  and  Winston,  1979),  49  (as  Self-portrait  by 
Robert  Fulton);  Brooke  Hindle,  "From  Art  to  Technolog)-  and  Sci- 
ence," Proceedings  of  the  America)i  Anticjuarian  Societij  96  (April 
1986),  35,  fig.  20  (as  Self-Portrait  bv  Robert  Fulton);  Cynthia 
Owen  Philip,  "Robert  Fulton,"  Anticjues  132  (November  1987), 
1138,  11391123  (artist  as  Robert  Fulton);  NAMA  1991,  29  (as  Self- 
Port  rail  by  Robert  Fulton);  WilHam  S.  Dudley,  ed..  The  Nacal 
War  of  1812:  A  Docuineiitan/  History  (Washington,  D.C.:  Naval 
Historical  Center,  Department  of  the  Navy,  1992),  2:xxxiv,  112 
(as  Robert  Fulton  attributed  to  Robert  Fulton);  Kristie  C.  Wolfer- 
man.  The  Nelson-Atkins  Museum  of  Art:  Culture  Comes  to  Kansas 
Citij  (Columbia:  University  of  Missouri  Press,  1993),  141  (artist  as 
Robert  Fulton). 


Unknown  Artist 
Poiirait  of  a  Man,  igtli  centuiy 

Oil  on  camiLS 

24;4  X  2o'/i  in.  (62.9  x  51.4  cm) 
(^ift  of  Mrs.  A.     Smith.  42-34/1 

Technical  Notes 

The  medium-weight,  plain-weave  cam^as  bulges.  It  retains  its  tack- 
ing margins,  including  a  selvedge  at  the  top  edge,  which  appears 
to  be  intact  and  contains  tA\'o  sets  of  tack  holes.  The  painted  pic- 
ture surface  extends  to  the  left,  right,  and  bottom  tacking  edges, 
suggesting  diat  the  size  of  the  portrait  has  been  reduced.  A  thin, 
opaque,  off-white  ground  layer  was  applied.  The  portrait  was 
painted  directh'  with  relatively  fluid  paint.  A  fine  cra(|uelure  pat- 
tern and  t]-action  cracks  appear  o\erall.  A  stretcher  crack  is  \'is- 
ible  at  the  top  edge.  The  natural  resin  \'arnish  is  discolored,  and 
small  areas  of  retouch  appear  throughout.  Pinpoint  paint  losses  are 
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apparent  on  the  man's  lips.  A  small  tear  in  the  upper  right  (|uadrant 
of  the  can\  as  has  been  mended. 


Provenance 

Kitt)'  M.  Smith;  to  NAMA,  1942. 

Reference 
NAMA  1959,  258. 


Unknown  Artist 

(formerly  attrib.  to  George  Caleb 
Bingham) 

Samuel  Ritcheij  Sr.,  n.d. 

Oil  oil  caiiva.s 

24 '/s  X  2o'/s  in.  (61.3  X  51.1  cm) 

Gift  of  George  S.  Ritchev,  Invin  Ritcliey,  Mrs.  Cora  Bradley, 
and  Mrs.  Martlia  Haines,  34-299 


Unknown  Artist 
Portrait  of  a  Alan,  19th  centuiy 

Oil  on  canvas 

36'/!  X  29'/^  in.  (92.1  X  74.9  cm) 
Beqnest  of  Margaret  (].  Bowles,  R96-2 

Technical  Notes 

The  plain-weave  canvas  has  been  lined,  and  the  tacking  margiiis 
have  been  removed.  A  stretcher  crack  at  the  center  of  the  left  edge 
aligns  with  the  inner  edge  of  the  underK-ing  stretcher  member, 
and  a  horizontal  crack  at  the  upper  left  edge  corresponds  to  the 
stretcher  join.  These  stretcher  cracks  suggest  that  the  oval  stretcher 
is  original  and  that  the  dimensions  have  not  been  altered.  A  large 
tear,  stabilized  by  the  lining,  is  visible  on  the  proper  right  side  ol 
the  jacket.  An  opac|ue,  off-white  ground  layer  is  visible  imder  mag- 
nification. The  portrait  was  indirectly  painted  with  opacjue  paint 
and  transparent  glazes.  Mechanical  cracks  ha\'e  developed  ovei-all, 
and  a  spiral  crack  has  formed  in  the  upper  right  (juadrant.  The 
varnish  is  discolored. 

Provenance 

Margaret  C.  Bowles,  CJharleston,  S.C.;  to  NAMA,  1996. 


Technical  Notes 

The  original  canvas  appears  to  have  been  remo\ed.  The  ground 
and  paint  layers  were  transferred  to  a  fine,  bright  white,  plain- 
weave  fabric  that  was  lined  to  a  secondaiA'  fabiic.  There  is  no  sign 
of  stretcher  cracks,  which  suggests  that  the  dimensions  may  have 
been  altered.  A  thin,  opac^ne,  off-white  ground  layer  was  applied. 
The  poitrait  was  directh'  painted  with  opacjue,  fluid  paint.  Thick 
paint  strokes  in  an  underKing  layer  suggest  that  the  proper  right 
ear  was  reduced  in  size.  The  unsaturated  varnish  is  fikely  S)mthetic. 
Mechanical  cracks  liax  e  dex  eloped  overall.  Areas  of  retouch  appear 
throughout,  especially  in  the  jacket  and  proper  right  arm. 

Provenance 

To  Dr.  Stephen  Ritchev  (son  of  die  sitter),  Libeit\',  Mo.;  to  George  S. 
Ritchev,  Liberty,  Mo.,  Invin  Ritchey,  Libert);  Mo.,  Cora  R.  Brad- 
ley, Santa  Ana,  Cafif.,  and  Martha  R.  Haines,  Muncie,  Ind.  (grand- 
children of  the  sitter),  1888;  to  NAMA,  1934. 

Exhibition 

Wifliam  Rockhill  Nelson  Cialleiy  of  Art  and  Man' Atkins  Museum 
of  Fine  Arts,  Kansas  City,  Mo.,  George  Caleb  Biiv^liam  Collection, 
15  july-i  August  1935,  no  cat. 
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References 

Martin  E.  Lawson  to  Herloert  Y.  Jones,  20  September  1934, 
NAMA  cnratorial  files  (artist  as  Rollins  Bingham);  "Clav  Pioneers 
Displayed,"  8  August  1935,  clipping,  NAMA  curatorial  files  (artist 
as  George  Caleb  Bingham);  "Liberal  with  Art,"  Kansas  City  Star, 

1  JanuaiT  1936,  8  (as  Poi-trait  of  Saimiel  Ritchcij.  Sr.  by  George 
Caleb  Bingham);  "On  Art  Galleiy  Walls,"  Liberty  (Mo.)  Trihime^ 

2  Januan'  1936,  2  (aitist  as  Bingham);  "Clay  County  Histoiy  Promi- 
nent in  C;allery,"  14  Januaiy  1936,  clipping,  NAMA  cui-atorial  files 
(artist  as  George  Caleb  Bingham);  E.  Maurice  Bloch,  George 
Caleb  Bin^ijmm:  A  Catalogue  Raisonne  (Berkeley  and  Los  Ange- 
les; Uni\'ersit\' of  CaUfornia  Press,  1967),  116-17  (artist  as  George 
Caleb  Bingham);  E.  Maurice  Bloch,  George  Caleb  Bingham:  The 
Erohiiion  of  an  Artist  (Berkeley  and  Los  Angeles:  University  of 
California  Press,  1967),  116  (as  Samuel  Ritchey  by  George  Caleb 
Bingham);  NAMA  1973,  250  (artist  as  George  Caleb  Bingham); 
E.  Maurice  Bloch,  The  Paintings  of  George  Caleb  Bingham:  A  Cat- 
alogue Raisonne  (Columbia;  University  of  Missouri  Press,  1986), 
219  (artist  as  George  Caleb  Bingham). 


Unknown  Artist 

Tico  Children  with  Cat,  c.  1845 

Oil  on  canvas 

3o'/s  X  25'/i«  in.  (76.5  X  63.7  cm) 
Ciiftof  Mrs.  C.L.  Bartlioldt,  H52-10 


Technical  Notes 

The  canvas  is  a  fine,  tightly  woven,  twall  fabric.  The  tacking  mai-gins 
are  intact  and  contain  two  sets  of  tacks.  The  painted  picture  sur- 
face does  not  continue  to  the  tacking  margins,  indicating  that  the 
dimensions  are  original.  The  thin,  opaque,  light  gray  ground  layer 


was  likelv  applied  bv  the  artist.  The  double  portrait  was  painted 
directlv  with  thin,  fiuid,  opacj^ne  paint.  Wide,  cupping  mechanical 
cracks  have  formed  o\erall,  and  in  several  areas  pinpoint  paint 
loss  and  active  lifting  and  flaking  appean  The  discolored  varnish  is 
multilayered,  consisting  of  both  synthetic  and  natural  resin.  Matte 
retouch  appears  throughout,  some  in  lai-ge  sections  covering  paint 
abrasion. 

Provenance 

Elizabeth  Bartholdt,  Miami,  Fla.;  to  NAMA,  1952. 


Unknown  Artist 

Two  Children  with  Do(^,  c.  1845 

Oil  on  caiu  as 

35'/i  X  31  '/i  in.  (89. 5  X  79.4  cm) 

(;irt  of  Ralph  Beehee  in  memoiy  oC  Olaclys  Ireland  Becbee,  R??-^ 

Technical  Notes 

The  tightly  woven,  plain-weave  canvas  has  been  lined  and  con- 
tains numerous  slubs  and  irregularities.  The  lining  technic|ue  has 
enhanced  the  appeaiimce  of  die  can\'as  weave.  Based  on  the  cusp- 
ing  pattern  and  stretcher  cracks,  the  width  of  the  painting  does  not 
appear  to  have  been  significantly  altered,  if  at  all.  Llowex'ci-,  it  is 
unclear  whether  the  vertical  dimension  is  original.  A  thin,  opaque, 
off-white  ground  laver  was  applied,  and  an  opaque,  medium  gray 
imprimatura  may  have  been  added.  Infrared  reflectography  reveals 
underdrawing  beneath  the  faces  and  hands.  The  painting  was  ren- 
dered with  thin,  fluid,  opaque  paint.  The  proper  right  arm  of  the 
bo)'  may  have  been  reduct^d  slightly  at  the  elbow.  The  bovs  proper 
riffht  ear  and  cheek  were  reduced  in  width.  The  varnish  is  probably 
synthetic.  Fine,  careful  retouch  is  scattered  throughout  the  figures, 
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a  somewhat  larger  retouch  is  present  on  the  edges  and  proper  left 
edge  of  the  dress,  and  there  is  a  small  retouch  on  the  girl's  proper 
right  evebrow.  A  fine  craquelure  pattern  has  developed  overall. 

Provenance 

Ralph  A.  Beebee,  Topeka,  Kans.;  to  NAMA,  1977. 
Reference 

NAMA  1991,  37  (as  Two  Cluldren). 


Unknown  Artist 

Yase  with  Flowers,  c.  1820-40 
{Basket  ivitlt  Floicers) 

V-cxmi  on  velvet 

22%  X        in.  (56.8  X  45.1  cm) 
Purchase:  Nelson  Trust,  33-49 

Technical  Notes 

The  painting  was  rendered  on  liglit  beige  velvet,  which  exhibits 
some  stains.  A  selvedge  edge  is  present  on  the  top  and  bottom 
edges.  The  tacking  margins  are  intact  and  contain  a  single  set  of 
tack  holes,  suggesting  that  the  dimensions  are  original.  The  yel- 
low flowers  were  underpainted  with  bright  yellow  paint,  and  light 
gray  paint  was  applied  beneath  the  blue  flowers.  The  still  life  was 
thinly  painted,  and  its  crisp  edges  suggest  a  stenciling  technique. 
The  painting  remains  unvarnished  with  areas  of  unpainted  velvet 
evident  throughout. 

Provenance 

Mrs.  Boschen,  Freehold,  N.J.;  to  (American  Folk  Art  GaUeiy  with 
the  Downtown  Gallery,  New  York,  19,32);  to  NAMA,  1933. 


Exhibition 

Museum  of  Modern  Art,  New  York,  American  Folk  Ari:  The 
Ari  of  the  Coiniiioi}  Man  in  America,  ij,'^o-igoo,  ,30  November 
1932-28  Februan-  1934  (William  Rockliill  Nelson  Galleiy  of  Art 
and  Maiy  Atkins  Museum  of  Fine  Arts,  Kansas  Gity,  Mo.,  only), 
not  in  cat. 

References 

Downtown!  Galleiy  Records,  1924-74,  Archi\-es  of  American  Art, 
Smithsonian  Institution,  microfilm  reel  5,561,  frame  426  (as  Basket 
with  Flowers),  microfilm  reel  5605,  frame  572,  microfilm  reel  5611, 
frame  943  (as  Basket  with  Floicers);  "Art:  The  William  Rocldiill 
Nelson  Galleiy  of  Art  Acquires  Seven  Examples  of  American  Folk 
Art,  Including  an  Old  Model  Weather  Vane  of  Unusual  Merit," 
Kansas  City  Star,  19  March  1933,  13A  (as  Vase  and  Flowers). 


Unknown  Artist 

Woman  hij  the  Sea,  late  igth-early  20th  century 

Oil  on  artist  hoaixl 

13  X  9  in.  (33  X  22.9  cm) 

Gilt  ofllie  \\'estport  Ciarclen  Club,  2007.3 

Technical  Notes 

The  plain-weave  canvas,  whicli  is  affixed  to  a  board,  was  preprimed 
with  an  opacjue,  off-white  ground.  The  painting  was  rendered 
using  opa({ue  paint  and  dark,  transparent  glazes.  A  few  pinpoint- 
size  paint  losses  are  evident  throughout,  mainly  at  the  edges.  The 
natural  resin  varnish  has  yellowed.  A  small  amount  of  retouch  is 
visible  on  the  right  side  of  the  cloak  and  the  edges.  The  painting 
exhibits  a  cra(|uelure  pattern  overall  and  has  small  areas  of  damage 
at  the  edges  due  to  previous  framing. 
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Ainslie,  George  II.:  Inness  [Lookin<2,  Over  flic 
Hudson  (It  Milio)]],  143;  Inness  [Old  Farm — 
Montrlair],  144;  Robinson,  206 

Aleo-Cn-aNnre:  Moran  [Castle  Rock,  Grccii  River, 
WijoiiiiiiiS^J ,  17,3 

Alekian,  Mrginia:  Ault,  10 

Alexander,  Sadie  T.  M.:  Tanner,  233 

Alexander  CTallen-  Cole,  92;  Kensett,  151 

Allyn,  Aliee  B.:  (]hnreh,  87 

Allyn,  Louise  G.:  Chureh,  87 

Allyn,  Robert:  Chnreh,  87 

Alhii,  Robert  J.:  Ghureh,  87 

Allyn,  Snsan  Pratt:  ("hurch,  87 

AlKii,  Timotln  Madier:  Chnreh,  87 

Altschul,  Mr.  and  Mrs.  Arthur  G.:  Prendergast 
[Castle  Island],  202 

American  Academ\'  of  Aits  and  Letters:  Ilassam 
[Tlie  Sonata],  125 

American  Art  Association:  C'hase  [Slill  Life — 
Slriped  Bass],  84;  Earl,  loS;  Imnan,  140;  Inness 
[Brush  Burni)!^],  141;  Peale,  Remlirandt,  195; 
Prendc-rgast  [Portrait  of  a  Boy],  201 

American  Art  Cialleries:  Mosler,  177;  ^^'alker,  242; 
West  [Venus  Comforting^  Cupid],  251 

American  Art-Union:  Bingham  [Fislun<^  o)}  the 
Mississippi] ,  50;  Chapman,  79 

American  Folk  Art  CralkMA':  Balis,  12;  [Five 
Chicks],  256;  Lakenian,  154;  [Mary  and  Her 
Lamb],  259;  Peale,  Raphaelle  [Venus  Rising 
from  the  Sea — A  Deception],  188;  [Portrait 
of  a  Fatnihj],  261 ;  [Vase  witli  Floicers],  263; 
^^'hitne\■,  252 

An  American  Place:  O'Keeffe,  179 

American  Ro\-al  Heartland  Art  f]xhibit  and  Sale 
(nth  Annual):  Edmonds  [Study  for  "The 
TJiirstij  Drover"]  (2),  109 

Anderson  Auction  C^ompan)':  Remington  [Teach- 
ing a  Mustang  Pont/  to  Pack  Dead  Came],  204 

Anderson  CTalleries:  Cropsey,  97;  Prendergast 
[Portrait  of  a  Boij],  201 

Armsbv,  james  M.:  Chapman,  79 

Army  and  Naw  (.Cooperative  Snpplv:  Durand,  102 

Artists'  Fund  Society:  Johnson,  Eastman,  147 

Ashley(?):  [Portrait  of  a  Family],  261 

Askew,  Constance  (Mrs.  R.  Kirk,  Jr):  Stettheimer 
[Birthday  Bomjuei ],  22(1 


Askew,  R.  Kirk,      and  Constance,  Jn: 
Tchelitchew,  236 

Associated  American  Artists:  liirsch,  133;  Laning, 
156:  Tanl)c>s,  235 

Associated  American  Artists'  Cialleries:  Weber,  246 

Atha,  |ost>ph  S.:  Real  [West  Wind],  13;  liassam 
[The  Sonata],  125 

Adia,  loseph  S.  and  Ethel  B.:  Egri,  iii;  Prender- 
gast [Castle  Island],  202;  Weber,  246 

Austin,  y\nianda  P.:  Bingham  [Mountain  Land- 
sea  j)e],  65 

Austin,  |oseph\A(:  Airstin,  11 

Austin,  Marv  Christine:  Austin,  ii;  Bingham 
[Mountain  Landscape] ,  65 

Babcock  (ralleries:  Eakins  [Female  Nude  Study], 
10,5 

Babcock,  Mabel  Allyii:  Church,  87 

Baker,  Mila  H.:  C^ropsey,  97 

Baker  &  Morrill  Shipping  Company:  Lane,  155 

Barber,  Mrs.:  Bingham  [Mrs.  B.  W.  Clark  (Mary 

Jane  Kinney)  and  Her  Brother  (joseph  Beeler 

Kinney?)],  67 
Barmnn,  P.  T.  (probably):  Peale,  Raphaelle  [Venus 

Risingfroin  the  Sea — A  Deception],  188 
Barrett,  Nathaniel  Augustus:  Cophy  [John  Barrett 

and  Mrs.  John  Barrett],  95 
Barrett,  S.  D.:  Copley  [J ol in  Barrett  and  Mrs.  Joliii 

Barrett],  95 

Barrett,  S.  I^.,  estate  of:  Copley  [John  Barrett  and 

Mrs.  John  Barrett],  95 
Barrett,  S.  D.,  nephew  of:  Copley  [John  Barrett 

and  Mrs.  John  Barrett],  95 
Bartholdt,  Elizabeth:  [Tico  Children  icith  Cat], 
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Beals,  Helen  Ward:  Stark,  224 
Bc^am,  William  B.:  C'ropsey,  97 
Beckett,  Ethel  Knapp  (Mrs.  Sanniel  F.):  Wheeler, 
252 

Beckett,  Thomas  L.:  Wheeler,  252 

Beebee,  Ralph  A.:  [Two  Children  icilh  Dog],  265 

Bejarano,  Blossom  Smiley:  Peto,  198 

Bellows,  Ennna  S.:  Bellows  [Frankie.  the  Organ 

Boij],  14;  Bellows  [Pueblo  Tesuyue,  No.  2],  17 
Bellows,  Ennna  S.,  estate  of  Bellows  [Frankie, 

the  Orgcni  Boij],  14:  Bellows  [Pueblo  Tesiujue, 

No.  2],  17 

Bellows,  Cieorge  Wesley,  estate  of:  Bellows 

[Frankie.  the  Organ  Boy],  14:  BeUows  [P(/e/;/() 
Tesiujue.  No.  2],  \  j 
Benjamin,  Thomas  E.:  Imiian,  140 
Benton  Trust:  Benton  [Persephone],  34 
Berkley,  Rheta  A.  (Mrs.  Edgar  L.):  O'Keeffe,  179 


Bernareggi.  Francisco:  Sai'geut  [Francisco 

Beriiareggi] .  215 
Bernareggi,  Francisco,  nephew  ol:  Sargent 

[Francisco  Bernareggi] ,  215 
Berrett,  Robert  and  Lydhv.  Peale,  Raphaelle 

[Lydia  Hartford  Wallace  Berrett],  186;  Peale, 

Raphaelle  [Robert  Berrett],  187 
Bern-Mill  (Galleries:  Bellows  [Frankie.  the  Organ 

Boij],  14 

Besh-,  Kathleen  HeaK':  IleaK;  129 

Bethards,  Helen  Beslv:  IleaK,  129 

Bethards,  Jack  M.:  Ilealv,  129 

Block,  Mrs.  Albert:  l^locli  [Die  drei  Pierrots  Nn  2 

(The  Three  Pierrots  No.  2)],  70;  Bloch  [Winter 

in  the  Dead  Wood],  73 
Board  of  Education,  Kansas  Citv,  Mo.:  Bingham 

[Dr  Benoisi  Troost  and  Mrs.  Benoist  Troost],  59 
Bodwell.  Justus  II.:  Wheeler,  252 
Bohan,  Mrs.  Peter  T:  ]^a\  ev,  100 
Bollack,  RaN  inond:  Sargent  [Oyster  Gatherers 

Returning],  211 
Bonner,  Elizabeth  (Calvin:  Lebduska,  159 
Borland,  (.Catherine  Hall  Ogle:  Peale,  Charles 

Willson,  185 
Borland,  William  Pattei'son:  Peale,  (Charies 

Willson,  185 
Boselien,  Mrs.:  [Vase  icith  Floicers],  265 
Bowles,  Margaret  C:  [Portrait  of  a  Man]  (R96-2), 

263 

Brace,  Mildred  (Mrs.  William  james):  (Jassatt,  78; 

F'rieseke,  117 
Brace,  Mr  and  Mrs.  William  james:  Ilassam 
[Marlborough  Street.  Boston],  124:  VIoran 
[Castle  Rock.  Green  River  \^'yoiiiiiig],  173 
Bradley,  (Cora  R.:  [Samuel  Ritcliey  Sr],  263 
Brandegee,  Frank  B.:  Bellows  [Cleaning  Fish],  15 
Brandegee,  Frank  B.,  estate  of  Bellows  [Cleaning 

Fish],  15 
Brandos  unci  Wolff:  Mosler.  177 
Braun,  jolm  F:  Morse.  174 
Brewster,  Anna  Richards:  Richards,  205 
Briscoe,  Edmond:  Hesselius /"Aooe  Herbert  Dent], 
131;  Hesselius  [Brigadier  General  John  Dent], 
132;  Hesselius  [Mrs.  jolm  Dent  (Sarah  Mar- 
shall Dent)],  132 
Brourman.  Sanniel  and  Saidxe  (possibly):  Wyeth, 

255 

Brooklyn  Museum:  Cole,  92 

Brooks,  Rosamond  Sturgis  Dixi-)':  Stuart 

[Dr  William  Aspiiiivall] ,  230 
Brooks,  Shepard:  Stuart //O/:  William  Aspimcall] , 

230 
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Brown,  Edith  W.:  Millett  [Julia  A.  Broioi],  170; 

Millctt[P/i;7;/j  .S.  Brown],  171 
Brown.  Julia  A.  Shaffer;  Millett  //»//«  A.  Brown], 

170;  MWhtt  [PJiilip  S.  Brown],  171 
Brown,  Philip  Shellev:  Millett  //;(/;V/  A.  Brown], 

170;  Millett /"P/i;7;/;  S.  Brown],  171 
Brown,  Philip  Sheridan:  Millett  [Julia  A.  Brown], 

170;  Millett  S.  Brown],  171 

Brown,  William  Eustace:  Keith  [Conway 

Meadows],  149 
Buffalo  Fine  Art.s  Academy:  Cole,  92 
Bunting,  Karen  Dean:  (]rop.sey,  97 
Buntman,  L^eo:  Bloch  [Kla(>,eliecl  (Lamentation)], 

71 

C.  G.  Sloan  &:  (Company:  Bellows  [Cleaning  Fish], 
15 

C.  W.  K)-anshaar  Art  Cralleries:  Prendergast 

[Castle  Island],  io%;  Prendergast  [?o\~trait  of  a 
Boij],  201;  Sloan  [Sundai/  Paj)er  on  llie  Roof], 
220 

Caldwell,  Robert  B,:  Stark,  224 
Chambers,  Eunice:  Theus,  237 
Chandler,  Mrs.  James  E.:  Bierstadt  [Falls  of 

Yoseniite],  48 
Chase,  Roland  Dana:  Chase  [Edward  Sleiclien], 

82 

Chase.  William  Merritt:  Eawson  [Woodland 

Scene],  157 
Chase,  William  Merritt,  estate  of  Eawson 

[Woodland  Scene],  157 
Chick,  Meniy  and  Di.xie  Winship:  Bingham 

[William  Miles  Chick  and  Mrs.  William  Miles 

Chick],  63 

Chick,  Washington  lieniy:  Bingham  [William 
Miles  Chick  and  Mrs.  William  Miles  Chick], 
63 

Chick,  William  Winslnp:  Bingham  [William  Miles 

Cluck  and  Mrs.  William  Miles  Chick],  64 
Childs,  Ralph  de  Someri:  Eitdefield,  160 
Childs,  Sally  McAll:  Eitdefield,  160 
Childs  Galleiy:  Bricher,  75 
Christies:  Moran  [Venice,  the  Gnind  Canal  icith 

the  Dole's  Palace],  172 
CJlarenden,  Florence  Provost  (possibly):  Waldo 

and  Jewett  [Jacob  Didi/mus  Clnte],  239 
Clark,  15oroth\'  Hi.xon  (Mrs.  Alfred  B.)  (lormerly 

Mrs.  Eogan  CJlendening):  Bellows  [Cleaning 

Fish],  15;  Speicher /Mwrm//  River],  222 
Clarke,  Thomas  B.:  Inness  [Brush  BurJiing],  141; 

Peale,  Rembrandt,  r95 
Clendening,  I^orothy  Hixon  (Mrs.  Eogan).  See 

Clark.  i:)()rothv  Hixon  (Mrs.  Alfred  B.) 
Clendening.  I^r  and  VIrs.  Eogan:  Bellows 

[Clea)iing  Fisli],  15 
Clover,  Eewis  P.,  Sr.:  Ward,  243 
CJlute,  Jacob  D.:  Waldo  and  Jewett  [Jacob 

Didijinns  Chile],  239 
(x)chrane,  Clara  (Jowgill:  [Hennj  P.  Geijer],  257 


Coe  Kerr  Gallen':  Forster,  1 16;  Meade  [After  the 
Rain  in  the  Salt  Marshes],  128;  Jolmson,  East- 
man, 148;  Sargent  [Francisco  Bernareggi] ,  216 

Cole,  Philip  Gillette:  Wveth,  255 

Coleman  Art  Gallei;)':  Prendergast  [Castle  Island], 
202 

Commerce  Bank  (Kansas  C^ity,  Mo.):  Dove,  102 
Cottier  and  Companv:  Fuller,  1 18 
Cowgill,  Eouisa  Rockford  Geyer:  [Henry  P. 

Geyer],  257 
Crowell,  Frances  Eakins:  Eakins  [Frances 

Eakins],  104 
Crowell,  James  ^^'.:  FydVms  [Frances  Eakins] ,  104 
("urn-,  Kathleen  Cxould:  Curn-  [The  Bathers],  98; 

Curn'  [The  Pigeon ],  99 
Curtis,  Mrs.  Ralph  Woruieley,  Jr:  Sargent  [Study 

for  "Spanish  Dance"],  212 
Cmtis,  Ralph:  Sargent  [Study  for  "Sjianish 

Da) ice"],  212 
Curtis,  Ralph  \\'orniele}-,  Jr:  Sargent  [Study  for 

"S/jf/Hi.v/i  Dance"],  212 
Cnstance,  Frederic:  West  [Mr  and  Mrs.  John 

Cu.stancc],  247-48 
Custance,  FEunbleton  Thomas:  West  [Mr  and 

Mrs.  John  Ciislance],  247 
Custance,  John  and  Frances  Beauchamp-Pi-octor: 

West  [Mr  and  Mrs.  Joliii  Custance],  247 
Custance,  Sir  PEmibleton  Francis:  West  [Mr  and 

Mrs.  John  distance],  247 

Dalzell  Hatfield  Galleries:  Henri,  130 

Daniel  Galleiy:  Chase  [Beach],  82 

Da\is,  Genevieve  (Mrs.  Manvel  H.):  C^assatt,  78 

Decourcelle,  Pierre:  Cassatt,  78 

DeForest,  Augustus  F.:  Edmonds  [Jlie  Tliirsty 

Drover],  110 
de  Forest,  B.:  Bingham  [Fishing  on  the  Missis- 

sippi],  50 

Dent,  Anne  Herbert:  Hesselius  [Anne  Ilerherl 

Dent],  r3r;  Hesselius  [Brigadier  General  John 

Dent],  132;  Hesselius  [Mrs.  John  Dent  (Sarah 

Marshall  Dent)],  132 
Dent,  Jolm:  Hesselius  [Anne  Herbert  Dent],  131; 

Hesselius  [Brigadier  General  John  Dent],  132; 

Hesselius  [Mrs.  John  Dent  (Sarah  Marshall 

Dent)],  132 
l^ickman,  Mr  and  Mrs.  Charles:  Ault,  10 
Di.xev,  Ellen  Stvu'gis  Tappan:  Stuart  [Dr  William 

Aspinwall[,  230 
Dixo)i,  Charles  S.  and  IdaW:  Voor  [Seascape] , 

200 

Douglas,  Laclv  Olive  Eleanor  Custance:  West 
[Mr  and  Mrs.  John  Cu.stancc],  248 

Douglas,  R.  Eangton:  Stuart  [Edward  Parker  oj 
Browsholme] ,  227;  Stuart  [The  Right  Honor- 
able ]ohn  Foster],  22S 

Downtown  (fallen':  Balis,  12:  Brook,  75;  Cikovsky, 
91;  Davis,  loi;  Dove,  102;  [Five  Chicks],  256; 
Eakeman,  154;  ]Man/  and  Her  Lamb],  259; 


Peale,  l^aphaelle  [Venus  Rising  from  the  Sea — 

A  Deception] ,  188;  [Portrait  of  a  Family],  261; 

Sheeler  [Conference  No.  1  ],  218;  [Vase  with 

Flowers],  265;  Whitney,  252 
Dunnicliffe,  Mr.  and  Mrs.  Thomas:  Benton 

[M()rni)ig  Glories],  39 
i:)uraud-Ruel:  Cassatt,  78 

l^nrlaclier  Brothers:  Berman  [Angling  at  Tiba], 
47:  Berman  [Port  Jefferson] ,  46;  Stuempfig 
[The  Monument],  231;  Tchelitchew,  236 

Eakin,  Mr:  Remington  [Teaching  a  Mustang 
Pony  to  Pack  Dead  Game],  204 

Eakins,  Sirsan  McDowell:  Eakins  [Female  Nude 
(Study)],  105 

Eakins,  Thomas,  estate  of  Eakins  [Fenmle  Nude 
(Study)],  105 

Eastman,  Aj"cliie  D.:  Balis,  12 

Eastman.  (Teorge  Elliot:  Balis,  12 

Eastman,  George  W:  Balis,  12 

Eastman,  Peter  SvK  ester:  Balis,  r2 

Eddy,  Arthur  Jerome:  Bloch  [Klagelied  (Lamen- 
tation)], 71 

Ehrich  Cralleries:  [Ca])tain  Benjamin  L.  Waite], 
262;  [Landscape,  the  Ferry],  258;  Wiildo 
and  Jewett  [Jacob  Didi/mus  Clute],  239; 
West  [Venus  Comforting  Cupid],  251 

Elkan,  Ewald  \'an:  Edmonds  [Study  for 
''The  Thirsty  Drover"]  (2),  109 

Ellis,  Estelle  S.:  Hart,  121 

Ellis,  Robert  A.:  Hart,  121 

Enid  and  Crosby  Kemper  Foundation: 

Macdonald-Wright,  161;  Sargent  [Frr/;/r/.vr() 
Bemareggi] ,  216;  Sargent  [Mrs.  Cecil  Wade], 
213 

Eppler,  William  ("annon:  Remington  [Teaching 
a  Mustang  Pony  to  Pack  Dead  Game].  204 

Eppler,  William  CJannon,  famiK'  ot:  Remington 
[Teaching  a  Mustang  Pony  to  Pack  Dead 
Game  J,  204 

Evans,  EJwn:  Bingham  [Canvassing  for  a  Vote], 
53 

Evans,  William  T:  Inness  [Old  Farm — Montclair], 
144 

Fee,  Samuel  T:  Moran  [Venice,  the  Grand  Canal 

with  the  Doge's  Palace],  172 
Fee,  Sanniel  T,  estate^  ol':  Moran  [Venice,  the 

Grand  Canal  with  the  Doges  Palace],  172 
Ferargil  (Jalli'ries:  Braught,  74;  Eucioni,  160 
Fifth  A\  emie  Art  Cialleries:  Inness  [Looking 

Over  die  Hudson  at  Milton],  142;  Inness  /OW 

Farm — Montclair],  144;  Johnson,  p]astman,  148 
P'indhiN",  Mrs.  Da\id  B.:  Homer,  134 
Findlay  Art  Galleries:  Bierstadt  [Falls  of 

Yosemite],  48;  Keith  [Conway  Meadows],  149; 

Mosler,  177 
FindkiN'  (7alleri(\s:  Inness  [Looki)ig  Over  die 

Hudson  at  .Milton],  143 
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Finlay,  Mark;  Cole,  92 

Finlay,  Mark,  estate  of:  Cole,  92 

Fizzelk  Mr.  and  Mrs.  Robert  B.:  Ilnrd,  138 

Fletcher,  Herbert  Marshall:  Hesselius  [Anne  Her- 
bert Dent],  131;  Hesselius  [Brigadier  General 
Jolin  Dent],  132;  Hesseluis  [Mrs.  john  Dent 
(Sarah  Marshall  Dent)],  132 

Fletcher,  Montgomeiy:  Hesselius  [Anne  Herbert 
Dent],  131;  llesselius  [Brigadier  General  John 
Dent],  132;  HesseHus /^Mns. Dent  (Sarah 
Marshall  Dent)],  132 

Fletcher,  Sarah  Marshall  Briscoe:  HesseHus  [Anne 
Herbert  Dent],  13 1;  Hesselius  [Brigadier 
General  John  Dent],  i^z;  Hesselius  [Mrs.  John 
Dent  (Sarah  Marshall  Dent)],  132 

Forbes,  Margaret  Maude:  Wicldiani,  253 

Foster,  Glen  S.:  Lane,  155 

Foster,  Glen  S.,  estate  of:  Lane,  155 

Foster,  John:  Stuart  [The  Right  Honorable  John 
Foster],  228 

Foster,  Thomas  Heniy:  Stuart  [The  Right  Honor- 
able John  Foster],  228 

Fox,  Kathleen  (Mrs.  Lawrence):  Sonnhig  [Evening 
in  the  Mountains] ,  221 

Frank  K.  M.  Rehn  Galleries:  Hopper,  135; 
James,  146;  Marsh  [Pavonia — Jersey  City], 
163;  McFee,  167;  Poor  [Dead  Pheasant],  199; 
Speicher  [Pigtails],  223;  A\'atkins,  244 

Frederickson,  Charles  R.:  Moran  [Casde  Rock, 
Green  River,  WijoniingJ,  173 

Freedman,  Sidney:  Vasiliefl,  239 

Frick,  Fred  C.  and  Thehna  W.:  Berman  [Angling 
at  Tiba],  47;  Stuempfig  [Still  Life  with  Phnm], 
231 

Frick,  Thelma  W.:  Berman  [Angling  at  Tiba],  47; 

Stuempfig  [Still  Life  with  Plums],  231 
Frick,  Thelma       estate  of  Berman  [Angling  at 

Tiba],  47;  Stuempfig  [Still  Life  with  Plums], 

231 

Fullerton,  Flai-vey  R.:  Peale,  Charles  Willson,  185 
Fullerton,  Katherine  Hall  Borland:  Peale,  Charles 

Willson,  185 
Fullerton,  ^Villiam  Borland:  Peale,  Charles 

Willson,  185 
Fullerton,  William  Borland,  Jr.:  Peale,  Charles 

Willson,  185 

Galerie  St.  Etienne:  Moses,  176 

Ganz,  Jo  Ann  and  Julian,  Jr.:  Cole,  92 

Gerald  Peters  Caller)':  Davis,  101 

Geyer,  B.  B.:  Benton  [StiU  Life  with  Flowers],  40 

Geyer,  Louisa  Rockford:  [Hennj  P.  Geyer],  257 

Gibbes  Memorial  Art  Galleiy:  Hassam  [The 

Sonata],  12,5 
Gibson,  Henr)' Thomas:  Bingham  [Mariah 

Chandler  McPherson],  58 
Gibson,  Mary  McPherson:  Bingliam  [Mariah 

Chandler  MePherson],  58 
Gilmor,  William:  Peale,  Raphaelle  [Venus  Rising 

from  tlie  Sea — A  Deception] ,  188 


Glover,  B.  W:  Sloan  [Su)idaij  Paper  on  the  Roof], 
220 

Glover,  Cdiarlotte  Le  Roy:  Mormt,  177 
Glover,  John:  Mount,  177 
Glover,  John  Henn':  Mount,  177 
Goodman,  John  K.  and  Aline:  Wieghorst,  253 
Gough,  William  A.:  Balis,  12;  Peale,  Raphaelle 

[Vemis  Rising  f-om  the  Sea — A  Deception],  188 
Goupil  &  Co.:  Bingham  [Canvassing  for  a  Vote], 

53 

Grand  Central  Galleries:  Pushman,  203 
Guinotte,  James  G.:  Stark,  224 
Cruinotte,  Maude  Stark:  Bingham  [Miss  Vestine 
Porter],  49 

Gunzburg,  Baron  Alain  and  Baroness  Minda 
Bronfman  de:  Wyeth,  255 

H.  V.  Allison  &  (Company:  Bellows  [Frankie,  the 
Organ  Boy],  14;  Bellows  [Pr/c/j/o  Tesuijue, 
No.  2],  17 

Haines,  Martha  R.:  [Samuel  Ritcheij  Sr ],  263 
Hall,  Catherine  Orrick:  Peale,  Chades  Willson, 

Hall,  Elihu:  Peale,  Charles  Willson,  185 

Hall,  Joyce  C:  Moses,  176 

Hansell,  Edmund  Morris:  Peale,  Raphaelle 

[Lydia  Hartford  Wallace  Berrett],  186 
Hansell,  Josephine  (Mrs.  Edmund  Morris):  Peale, 

Raphaelle  [Lydia  Hartford  Wallace  Berrett], 

r86 

Hansell,  Mr  and  Mrs.  Maurice  Bartlett:  Peale, 

Raphaelle  [Robert  Berrett],  187 
Hansen,  John:  Heade  [Sunset  on  the  Rocks — 

Newport],  128 
Hare,  S.  Herbert:  Sharp,  217 
Hare,  S.  Herbert,  estate  of:  Sharp,  217 
PLirt,  Charles  Heniy;  Imnan,  140 
Hardey,  Marsden,  estate  of  Hartley  [Hi] mnel], 

121;  Hardevf.A//.  Katahdin — November 

Afternoon] ,  123 
Harvey,  Ford:  Moran  [Grand  Canyon],  172 
Hai-vey,  Katherine:  Moran  [Grainl  Canyon],  172; 

Stark,  224 

Plassam,  Childe;  ILissam  [The  Sonata],  125 
Heim,  Elizabeth  R.  (Mrs.  Ferdinand):  Keith 

[Sunset  Glow],  150 
Heim,  Ferdinand,  Jr.:  Keith  [Sunset  Glow],  150 
Henderson,  Captain  and  Mrs.  Robert:  Bellows 

[Cleaning  Fish],  1,5 
Henri,  Robert,  estate  of  Henri,  130 
Herz,  Madame:  West  [Mr  and  Mrs.  John 

Custance],  248 
Hill,  Mrs.  A.  Ross:  Bingham  [Manj  Frances 

Ward],  65 
Hinsberg,  Felix;  Cropsey,  97 
Flirsch,  Auguste  Alexandre;  Sargent  [Oyster 

Gatherers  Returning],  211 
Hirsch,  Mme  Auguste  Alexandre:  Sargent 

[Oyster  Gatherers  Returning],  211 


Hirschl  &  Adler  Galleries:  Ault,  lo;  Church, 
87;  Cole,  92;  Edmonds  [Study  for  "The 
Tliirsty  Drover"]  (2),  ro9;  Henri,  1,30; 
Johnson,  Eastman,  148;  Lane,  155;  Marsh 
[Paoonia — Jersey  City],  163;  Moran  [Venice, 
the  Graiul  Caiud  with  the  Doge's  Palace], 
172;  Pen7,  196;  Prendergast /^Ca.s77e  Island], 
202;  Roesen,  207 
Hitchcock,  (diaries  Baker:  Lane,  155 
Hogan,  Pattie  Rickenbacher:  Patrick,  184 
Holland  Art  Galleries:  Mosler,  r77 
Hollander,  Mr.  and  Mrs.  Richard  M.;  Dasburg,  99 
Holland  Gallei-ies:  Walker,  242 
Holmes,  Ethel  Greenough  (Mrs.  Massey); 

Braught,  74;  Sandzen,  210 
Homer,  Charles  S.:  Homer,  134 
Hoover,  Irma:  Stark,  224 
Hotel  Drouot:  Cassatt,  78 
Howard  Young  Galleries:  Homer,  134 
Howell,  Thomas  Morris:  Cole,  92 
Hug,  Com-ad,  [r.:  Durand,  102 
Hunt.  William  Morris,  estate  of;  Hunt,  138 
liuntington.  Archer:  Hassam  [The  Sonata],  12^ 
Huntington,  Ellen  and  Chris:  Bellows  [Frankie, 

the  Orgait  Boy],  14 
Hussey,  Mrs.  Nellie  Barber:  Bingham  [Mrs.  B.  W. 
Clark  (Mary  Jane  Kinney)  and  Her  Brother 
(Joseph  Beeler  Kinney?}],  67 

Inglis,  James  S.:  Chase  [Still  Life — Striped  Bass], 
84 

Inglis,  James  S.,  estate  of:  Chase  [Still  Life — 

Striped  Bass],  84 
hmess,  George,  estate  of:  Inness  [Looking  Over 

the  Hudson  at  Milton],  142;  Inness  [Old 

Fa  n  1 1  — Mo  1  \  tela  ir],  144 
Ira  Spaniernian  Galleiy:  Remington  [Teaching  a 

Mustang  Pom/  to  Pack  Dead  Game],  204 
living.  Amy:  Marsh  [Pavonia — Jersey  City],  163 

Jaccard,  Gertrude  Elizabeth  (Mrs.  Walter  M.): 
Gav,  119;  McCord,  167;  Wyant  [Landscape] , 
2,5.5 

Jac(jues  Seligmann  &  Co.:  West  [Mr  and 

Mrs.  John  Custance],  248 
James,  D.  L.  and  Lilh'  S.:  Lucioni,  160 
James,  Mrs.  Frederic:  Bingham  [Miss  Sally 

Cochran  McGraw],  56 
John  Levy  Galleries:  Hawthorne  [The  Piano 

Lesson],  126;  Inness  [Brush  Burning],  141; 

Stuart  [Edward  Parker  of  Browsholme],  227; 

Waldo  and  Jewett  [Mr  Hutchins],  240: 

WiMo  and  Jewett  [Mrs.  Hutchins],  241 
Johnson,  C.  K.;  [Mary  and  Her  Lamb],  259 
John  Stenart  Cnri-v  Foundation:  Curiy 

[The  Bathers],  98 
Jones,  Albert  R.;  Inness  [0/f/  Farm — Moniclair], 

144;  Stuart  [Edward  Parker  of  Browsholme] , 

227 
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Jones,  Albert  R.  and  Mabel  N.:  Chase  [Baron 
Huao  vo))  Hahenni'imi] ,  (So;  Chase  [Edicanl 
Steichen],  82;  Chase  [S7i7/  Life — Striped  Bass], 
84;  Hawthorne  [Mother  aiid  Child],  vij;  Haw- 
thorne [The  Piano  Lesson],  126;  Inness  [BnisJi 
Burning],  141;  Lawson  [On  the  Harlem],  15S; 
Lawson  [Woodland  Scene],  157;  Pushman,  203; 
Walker,  242;  W'augh,  245;  Wyant  [Home  Farm], 

Jones,  Amelia:  Homer,  134 
Jones,  Hany:  Homer,  134 

Jones,  Manrine  Flcteher:  Hesselius  [Anne  Herbert 
Dent],  13 1;  Hesselius  [Brigadier  General  John 
Dent],  132;  Hessehus  [Mrs.  John  Dent  (Sarah 
Marshall  Deirt)],  132 

Joseph  Chowning  Cialleiy;  Macdonald-Wright,  161 

Kansas  City  Art  Institute:  Christy,  86;  Laning,  156 
Kansas  City-  Medical  College:  Bingham 

[Dr  Benoist  Troosf  and  Mrs.  Benoist  Troost],  59 
Karolik,  Vhixim:  Heade  [Sunset  on  the  Rocks — 

Newpoii],  128 
Kauffman,  Mr.  and  Mrs.  Ewing:  Benton  [Farm 

Sale  with  Pop  and  llie  Boi/s],  43 
Kemper,  Crosb\':  Edmonds  [Studi/  for  "The 

Thirstij  Drover"]  (2),  109 
Kemper,  William  T.,  Jr:  Berman  [Port  Jefferson] , 

46 

King,  Anna  A.:  Eakins  [Monsignor  James  P. 

Turner],  106 
King,  Elizabeth  A.:  Eakins  [Monsignor  James  P. 

Turner],  ro6 
King,  Helen  C:  Eakins  [Monsignor  ]an\es  P. 

Turner],  106 
King,  James  Core  and  Sarah  Rogers  Gracie: 

Sully,  232 

Kinne\;  Alice:  Bingham  [Mrs.  B.  W.  Clark  (Marij 

Jane  Kinneij)  and  Her  Brother  {Joseph  Beeler 

Kinneij?)],  67 
Kinney,  Joseph:  Bingham  [Mrs.  B.  W.  Clark  (Mary 

Jane  Kinney)  and  Her  Brother  ( Josepli  Beeler 

Kinney':^)],  67 
Kirk-wood,  Laura  Nelson:  Chase  [William  Rockhill 

Nelsoi} ],  85;  \Vest  [Raphael  West  and  Benjamin 

West  Jr,  Sons  of  the  Arti.st],  249 
Kirkwood,  Laura  Nelson,  residuan-  trust  ol:  West 

[Raj)liael  West  and  Beiyamin  West  Jr,  Soits  of 

the  Artist],  249 
Kleemann  (ialleries:  Corbino,  96 
Kleeman-Thorman  Calleries:  Brown  [Port rail  of 

a  Man],  76;  Bi'own  [Portrait  of  a  Woman],  77 
Koonse,  George  Prewitt:  Bingham  [Moss  Preicitt 

and  Mrs.  Moss  Prewitt],  57 
Kraushaar  Galleries:  Real  [West  Wind],  13;  Sloan 

[Kcitlieriiw  Sehon],  220 
Kroenert,  Louise:  Onderdonk,  180 

Lang,  Annie  Tracjuair:  Chase  [Baron  Hugo  ton 
Hahermann ],  80 


Lang,  Annie  Traquair,  estate  of:  Chase  [Baron 

Hugo  von  Hahermann] ,  80 
Lascell,  Artemisia  Stace:  Inness  [Looking  Over 

the  Hudson  at  Milton],  142-43 
Lask-x;  Dr  and  Mrs.  Harold  J.:  Bloch  [Klagelied 

(Lamentation)] ,  71 
Leans)',  Mr.  and  Mrs.  Raxmond  J.:  Ault,  10 
Leepa,  Hai-vey:  Esiier,  112 
Lewis,  Maiy  P.:  Peale,  Rembrandt,  195 
Lindborg,  Carl:  Howland,  137;  Otter,  181 
Loevenick,  Karl:  Bro\\'n  [Portrait  of  a  Man],  76; 

Brown  [Portrait  of  a  Wonian],  77;  Earl,  108 
Logan,  Frances  M.:  Real  [On  the  Rocks],  13; 

Chase  [Beach],  82;  Glackens,  120 
Longmire,  John  R.:  Miller,  169 
Loose,  Ella  C:  Renziger,  46;  CJhristy,  86 
Loose,  Jacob  Leander:  Renziger,  46 
Love,  Anna  R.:  Hathawav,  126 
Lovell,  Frank  Hallet:  Fuller,  118 
Lovell,  Louise  M.:  Fuller,  118 
Lycoming  Hotel:  Roesen,  207 
Lysander-Hill,  Editli  Healv:  Heal}-,  129 

M.  Knoedler  &  Co.:  Rellows  [Cleaning  Fisli],  15; 
Cassatt,  78;  Chase  [Still  Life — Striped  Bass], 
84;  Eakins  [Fra)ices  Eakins],  104;  Edmonds 
[Study  for  "The  Thirsty  Drover"]  (1),  108; 
Fuller,  118;  Ilassam  [The  Sonata],  125;  Homer, 
134;  Rmess  [Looking  Over  the  Hudson  at 
Milton],  143;  ^twAYt  [Edward  Parker  of  Brows- 
hohne],  ■za.'];  Stuart  [The  Right  Honorable  John 
Fo.ster],  228 

Macbeth,  \\'illiam:  Pottliast,  200 

Macbeth  CialleiT:  Hawthorne  [The  Piano  Lesson], 
126 

Macdonald-Wright,  Stantcon,  estate  of: 

M  acdonald-WVight ,  161 
Magriel,  Paul:  Evans,  De  Scott  [Still  Life  with 

Apple],  114;  Evans,  De  Scott  [Still  Life  with 

Pears],  113 
Mannen,  Paul:  Rloch  [Coinposition  Red  and 

Blue],  72 

Manoogian  Collection:  Marsh  [Pavonia — Jersey 

City],  163 
Marie  Harriman  Caller)':  Kuhn,  152 
Marie  Sterner  Gallery:  Bellows  [Cleani)ig  Fisli], 

15 

Maroney,  James:  Kensett,  151;  Peto,  198 
Marsh,  Felicia  Meyer:  Marsh  [Pavonia — Jersey 

City],  163;  Marsli  [Untided]  (1),  164;  Marsh 

[Untitled]  (2),  165;  Marsh  [Untided]  (3),  165 
Vlasco  Coiporation:  Lane,  155 
McCune,  Marie  P.:  Rishop.  68 
McGowan.  John:  Lebduska.  159 
McGraw  famiK :  Bingham  [Miss  Sally  Cochran 

McGraw],  56 
McGreew,  Milton:  Benton  [Vase  of  Flowers] ,  38; 

Stark,  224 

McCireex-v,  Vlilton  and  Barbara:  Prendergast 
[Port  rail  of  a  Boy],  201 


McGuire,  James  C:  Bingham  [FisJiing  on  the 

Mississippi] ,  50 
McLityre,  Annie  Kellogg:  Bingham  [Canvassing 

for  a  Vote],  53 
McPlierson,  Mariah  (Maria)  Louise  Chandler: 

Bingham  [Mariah  Chandler  McPherson] ,  58 
Mellon,  Paul:  Ex  ans,  De  Scott  [Still  Life  with 

Apple],  114;  Evans,  De  Scott  [Still  Life  with 

Pears],  113 

Messrs.  Christie,  Manson  &  Woods:  West /"Mr  and 

Mrs.  John  Custance],  248;  West  [Raphael  West 

and  Benjamin  West  Jr.  Sons  of  the  Aiii.st] ,  249; 

West  [Venus  Comforting  Cupid],  251 
Meyers,  Emily  Clark:  Rricher,  75 
Michael  Rosenfeld  Gallerv:  Tanner,  233 
Middendorf,  J.  William,  H:  Sargent  [Study  for 

"Spanish  Dance"],  212 
Midtown  Galleries:  Rishop,  68;  Martin,  166 
Milch  Galleries:  FLrssam  [Titc  Sonata],  125; 

Inness  [Brush  Burning],  141;  Inness  [Old 

Farm — Moirlclair] ,  144;  Prendergast  [Ca.sile 

Island],  202 
Miller,  JoZach,  III:  Biei'stadt  [Farallon  Islands, 

Pacific  Ocean,  California] ,  48 
Miller,  JoZach,  I\':  Bierstadt //v/ )-(-///(;)(  Islands, 

Pacific  Ocean,  Ctdifornia] ,  48 
Miller,  Richard  E.,  estate  of:  Miller,  169 
Misericordia  Hospital  (now  Merc\-  Hospital  of 

Philadelphia):  Eakins  [Monsignor  James  P. 

Turner],  106 
Mitchell,  Mr  and  Mrs.  Carleton:  Homer,  134 
Montross,  N.  E.:  Walker,  242 
Moore,  Edgar  A.:  [The  Hon.  Herman  Allen 

Moore],  257 
Morgan  Gallen':  Macdonald-^^  right,  161 
Morison,  Emily  Marshall  Eliot:  Hunt,  138 
Morison,  Samuel  Eliot:  Hunt,  138 
Mrs.  Cornelius  J.  Sulli\  an  C^alleiT:  Hurd,  138 
Mmphy,  [Thonias  D.?]:  Moran  [Venice,  the 

Grand  Canal  uilh  the  Doge's  Palace],  172 
Museum  of  Fine  Arts,  Roston:  Heade  [Sunset 

o)}  the  Rocks — Newport],  128 

Nag)',  C.  K.:  Edmonds  [Study  for  "Tlie  Thirsty 

Drover"]  (1),  108 
National  Academy  of  Design:  Rlashfield,  69; 

Richards,  205 
Nelson,  Ida  H.  (Mrs.  William  Rockhill):  Chase 

[William  Rockhill  h'elso)i],  85;  West  [Raphael 

West  and  Benjamin  West  jr.  Sons  of  tlie  Arti.st], 

249 

Nelson,  May  Million  (Mrs.  Mack  R.):  Keidi 
[Conicay  Meadows],  149;  Mosler,  177 

Nelson,  William  Rockhill:  Chase  [William  Rockhill 
Nelson],  85;  West  [Raphael  West  and  Benja))iin 
West  Jr.  Sons  of  the  Arti.st],  249 

Newhouse  Cialleries:  Ringham  [FisJii)igon  the 
VIississij)f)i] ,  50;  C^hase  [Baron  Hugo  von 
Ilabermann],  80;  Chase  [F)(hcard  Steiclicn],  82; 
C^hase  /.S7/7/  Lifi' — Siriped  Bass],  84;  Edmonds 


269 


Newhouse  Galleries  icoitliiuiccJ) 

[The  Tliirstij  Drover],  iio;  Hawthorne  [Mother 
and  Cliihl],  127;  Inman,  140;  Jolinson.  East- 
man, 148;  Moran  [Castle  Roek.  Green  River, 
Wyoming],  173;  Remington  [Hostik's  Watehing 
the  Cohunn],  205;  W'ixrd,  243 

Obach;  West  [Raphael  West  and  Benjandii  West 
]r.  Sons  of  die  Artist],  249 

Ogle,  Elizabeth  Hall:  Peale,  Charles  W'illson,  1S5 

Olmsteacl  Eranees  Ward:  Bingham  [Mary  Camp- 
bell Ward],  64-65 

Osliorne,  Robert  G.:  Homer,  134 

0\vings-I3)e\vev  Eine  Art;  Davis,  101 

Parke-Beniet  Galleries:  Lebdnska,  159;  Reming- 
ton [Teaehing  a  Mustang  Pony  to  Faek  Dead 
Game],  204;  Sargent  [Oijster  Gatherers 
Returning],  211 

Parker,  Catherine  Lister:  Stnart  [Edward  Parker 
of  Broicsholme],  227 

Parker,  (Catherine  Lister,  family  of:  Stuart 
[Efhvard  Parker  of  Broivsliolme] ,  •z%-j 

Parker,  Edward:  Stuart  [lulicard  Parker  of 
Broicsholme] ,  227 

Parker,  John:  Stnart  [Edicard  Parker  of 
Broicsholme] ,  227 

Parker,  John  Eleming:  Stuart  [Edward  Parker  of 
Browshohne] ,  227 

Parker,  Thomas  Lister:  Stuart  [Edicard  Parker  of 
Broicsholme] ,  227 

Patterson,  Daniel  W.:  Inman,  140 

Paul  Rosenberg  &  Co.:  Ihirtley  [Himmel] ,  121; 
PLu-tley  [Mt.  Kaiahdin — November  Afternoon ], 
123;  Weber,  246 

Paxton,  Marjorie  Lane  (Mrs.  Erank):  Earnsworth, 

115 

Peales  Museum:  Peale,  Raphaelle  [Venus  Rising 

from  the  Sea — A  Deception],  188 
Pern;  Lilla  C'abot,  estate  of:  Peny,  196 
Peter  IL  I^avidson  &  Co.:  Eakins  [Monsignor 

James  P.  Turner],  106;  Phut,  121;  Mount,  177 
Peto,  Christine  Pearl  (probably):  Peto,  198 
Pfeiffer,  Charles  Leonard:  Sheny,  219 
Phillips,  de  ?un'  &  Luxembourg:  Lane,  155 
Phillips,  Dunean:  PLissam  [The  Sonata],  125 
Plaza  Curiositv  Shop:  Earl,  108 
Poor,  Herbert:  Poor  [Seascape],  200 
Porter,  David  Rittenhonse:  Bingham  [Dr  Benoist 

Troost  and  Mrs.  Benoist  Troost],  59 
Poweh,  Roma  Wornall:  Bingliam  [Roma  Jolinson 

'Wornall],  62 
Powers,  Daniel  W:  Mosler,  177 
Prendergast,  Charies:  Prendergast  [Castle  Island], 

202;  Prendergast  [Portrait  of  a  Boy],  201 
Prendergast,  Eugenie:  Pi-endergast  [Castle 

Island],  202 
Frewitt,  Lucy:  Bingliam  [Moss  Prewitt  and 

Mrs.  Moss  Prewitt],  57 


Prewitt,  Moss:  Bingham  [Moss  Preicill  and 

Mrs.  Moss  Prewitt],  57 
Prewitt,  \'ane\'  Johnston:  Bingham  [Moss  Prewitt 

and  Mrs.  Moss  Prewitt],  57 
Prewitt,  \\'illiam  J.:  Bingham  [Moss  Prewitl  and 

Mrs.  Moss  Prewill],  57 
prix  ate  collection:  (]]nu-ch,  87 
private  collection:  Eorster,  116 
private  collection:  Hart,  121 

private  collection:  Inness  [Old  Farm — Monielair], 
144 

pri\'ate  collection:  Lane,  155 

prixate  collection:  Markham,  163 

private  collection,  Bernard.sxille,  X.J.:  Johnson, 

Eastman,  148 
private  collecticju,  Washington,  D.C.:  Taimer,  233 
private  collection,  Williamsport,  Pa.:  Roesen,  207 
Public  Works  of  Art  Project:  Shane,  217 
Pm-nell  Ckillen':  Remington /"TcY/e/i/Hig  c/  Mustang 

Poni/  lo  Pack  Dead  Game],  204 

Qnerault,  Louis  de:  Markham,  163 
Quinlan,  James:  Inness  [Brush  Burning].  141 
Quinn,  Jolni:  Lawson  [On  die  Harlem],  158 

R.  C.  and  N.  M.  \'ose  Galleries:  Peale, 

Rembrandt,  195 
R.  C.  Vose  Galleries:  Robinson,  206 
Ransom,  Harold:  (diurch,  87 
Ravenel,  Mrs.  S.  W:  Bingham  [Mrs.  B.  W.  Clark 

(Marij  Jane  Kinney)  and  Her  Brother  {Joseph 

Beeler  Kinneij?)],  67 
Ravenswaay,  Charles  van:  Bingham  [Moss  Prewitt 

and  Mrs.  Moss  Prewitt],  57 
Reeves,  Louis  IL,  Jr.:  Sully,  232 
Reeves,  Louis  II. ,  Sr.:  Sully,  232 
Renland,  Betty  Brace:  Frieseke,  117 
Rhoades,  John  Harsen:  Inness  [Brush  Burning], 

141 

Rhoades,  [ohu  Harsen,  Jr:  Inness  [Brush 

Burning] ,  141 
Rieau,  James  H.:  Evans,  De  Scott  [Still  Life  with 

Apple],  114;  Evans,  De  Scott  [Still  Life  with 

Pears],  113 
Rickenbacher,  Hazel  Patrick:  Pati'ick,  184 
Riegner,  Hemy  G.:  Markham,  163 
Ritchey,  George  S.:  [Samuel  Ritchey  Sr],  263 
Ritchey,  Invin:  [Samuel  Rilcheij  Sr],  263 
Ritchey,  Stephen:  [Samuel  Ritchey  Sr],  263 
Roan:  Roesen,  207 
Roberts,  Marshall  Owen:  Cole,  92 
Roberts,  Susan  Endicott:  C^ole,  92 
Robinson,  F'.  E.:  Moran  [Venice,  Hie  Grand  Canal 

with  the  Doge's  Palace],  172 
Robinson,  T.  II. :  Stnart  [Edward  Parker  of 

Browslioliiie] ,  •X'Z-] 
Rollins,  Helen  M.:  Sountdg  [Landscape] ,  222 
Rooke,  Mrs.  Willouglibx'  J.  E.:  Stuart  [Edicard 

Parker  of  Broicsholme] ,  227 
Rose,  Doug  and  Susan:  Perry,  196 


Rose,  Susan  L.,  trust  of  Peny,  196 
Rosenberg,  James  N.:  Eilshemius,  112 
Ross,  Mr.  and  Mrs.  Steve:  Marsh  [Pavonia — 

Jersei/  Citij],  163 
Rousuck,  Ennnauuel  Jay:  Remington  [Teaching 

a  Mu.stang  Poiiij  to  Pack  Dead  Game],  204 
Rowland,  Sarah  and  Landon:  Wyeth,  255 

Sagerman,  Dr.  and  Mrs.  Ronald:  Kensett,  151 

Salzer  CJalleries:  Chapman,  79 

Santa  Ee  East  Cialleiy:  Peny,  196 

Sarah  Mleczko  Eine  Art:  Edmonds  [Study  for 

"The  Thirsty  Drover"]  (1),  109 
Scallan,  Kadierine  Bontet:  Davis,  101 
Scarritt,  Louise  (Mrs.  William  H.):  Evans,  W.,  115 
Schuster,  Daniel  B.:  Cuny  [The  Bathers],  98; 

Curn-  [The  Pigeon ],  99 
Schuster,  Daniel  B.,  estate  of:  Cun^-  [The  Badiers], 

98 

Schuster,  Ellen  Curn':  Curn  fT/ic  Bathers],  98; 

CnriT  [Tlie  Pigeon ],  99 
Schwab,  Martin  C:  Davis,  101 
Schweitzer  Galleiy:  Kensett,  151 
Scott  &  Fowles:  Stnart  [The  Right  Honorable 

John  Foster],  228 
Seachrest,  Effie:  Cassatt,  78;  Frieseke,  117; 

Plassam  [Marlborough  Street,  Boston],  124; 

Lawson  [On  the  Harlem],  158 
Seriin,  Oscar:  Meltsner,  168 
Shaqie,  I^ucien  (probably):  Eari,  108 
Shelfrex;  Da\id  L.  and  Elise  B.:  Benton  [Open 

Countrij],  41 
Sheri)inin,  Michael  J.  de:  Whitnex;  252 
Simpson.  Robert:  Marsh  [Pavonia— -Jerscij  City], 

163 

Singleton,  Meredith  E.:  [Hugh  Gibson  Glenn 

with  Flintlock  Rifle],  258 
Skeffington,  Algernon  William  John  Clotxxorthx': 

Stnart  [Tlie  Right  Honorable  John  Foster],  228 
Skelfingtou,  Clotxvorthv  John  lix  rc  Foster:  Stnart 

[The  Right  Honorable  John  Foster],  228 
Skeffington,  John:  Stuart  [The  Right  Honorable 

John  Foster],  228 
Skeffington,  Thomas:  Stnart  [The  Right  Honorable 

John  Fo.sier],  228 
Slagle,  Agnes  Venion:  Kensett,  151 
Sloan,  Jolm,  tnist  of  Sloan  [Kaihcrine  Schoii],  220 
Sloan  and  Schatzberg:  Kensett,  151 
Smiley,  Helen  Peto:  Peto,  198 
Smith,  Catherine  Davis:  [Captain  Beiijaniiri  L. 

Watte],  262 
Smith,  Cherie  Wray:  Patrick,  184 
Smith,  Helen  Le  Roy  (Mrs.  Malcolm  E.  Smidi): 

Mount,  177 

Smith,  Kittv  M.:  [Portrait  of  a  Boy],  260;  [Portrait 

of  a  Man]  (42-34/1),  263 
Smith,  Mrs.  Malcolm  E.  (Helen  Le  Roy  Smidi): 

Mount,  177 
Sosland,  Louis  and  Rheta  A.:  Sargent  [Oyster 

Gatherers  Returning],  211 
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Soslancl  Rheta  A.  (Mrs.  Louis):  O'Keeffe,  179 

Sothebv  Parke-Beniet:  Kensctt,  151 

Sotliebv's:  Bellows  [Fraiikic.  the  On^an  Boy],  14; 
Edmonds  [Sfiidij  for  'The  Thirslij  Drover"]  {2), 
109;  Lane,  155;  Moran  [W'liicc,  llic  Grand 
Canal  with  flic  Do'^s  Palace],  172;  Pottliast, 
200;  Sargent  [Mrs.  Cecil  Wade],  213;  Wyeth, 

255 

Southbv,  Maxwell  A.;  Pottliast,  200 
Spark,  Vietor  D.;  C.'ropsey,  97;  Edmonds  [Sindij 
for  "The  Thirslij  Drover"]  (1),  108;  Evans, 
De  Scott  [Slid  Life  ivilh  A])ple],  114;  Evans, 
De  Scott  [.SY;7/  Life  with  Pears],  113;  Heade 
[Sunset  on  the  Rocks — Newport],  128;  Sargent 
[Study  for  "Spanish  Daiwe"],  212 
Spielberg,  Steven:  Marsh  [Favonia— Jersey  City], 
163 

Staats,  Mrs.:  [Capiaiii  Benjamin  L.  Waite],  262 
Stark,  Edith  L,:  Stark,  224 
Stark,  Jack  C^age,  estate  of:  Stark,  224 
Stark,  Vestine  Porter:  Bingliani  [Miss  Vestinc 

Porter],  49 
Starr,  Raymond:  Jonson,  149 
Stennett,  Maiy:  Peale,  Rembrandt,  195 
Stennett,  Sarah:  Peale,  Rc^nbrandt,  195 
Stettheimer,  Ettie:  Stettheimer  [Portrait  of  My 

Awit,  Caroline  Walter  Neustadter] ,  225 
Stevenson,  Nell  Hare:  Shaip,  217 
Stone,  Harw:  Gignoux,  119 
Strickler,  Thomas  J.:  Blakelock,  68 
Sullivan,  Mi-,  and  Mrs.  C^ornelius  ].:  Prendergast 

[Portrait  of  a  Boy],  201 
Svvanson,  Eli/.al)eth  W.:  Moran  [Venice,  ihe  Grand 

Canal  with  ihe  Do'^e's  Palace],  172 

Tanner,  Benjamin  and  Sara  Elizabetli  Miller: 

Tanner,  233 
Tappan,  Ixnvis  and  Susarma  Aspinwall:  Stuart 

[Dr  William  Aspiinvall],  229 
Tappan,  Maiy  Aspinwall:  Stuart  [Dr  William 

Aspinwall],  230 
Tappan,  William  Aspinwall:  Stuart  [Dr  William 

Aspi)iwall],  229 
Tatum,  Rex:  Edmonds  [Study  for  "The  Thirsty 

Drover"]  (2),  109 
Tenney,  Mrs.  William:  Richards,  205 
Thaw,  Mrs.  Benjamin:  Innian,  140 
Thayer,  Alma:  I  Lissam  [The  Sonata],  125 
Thompson,  Anna  Ross:  Bingliam  [Jiul^e  James 

Timer  Vance  Thompson  and  Mrs.  James 

Turner  Vance  Thoni])son] ,  61 
Thompson,  fames  Turner  \'ance  and  Emily 

Warner  Drew:  Bingham  [Judge  James  Turner 

Vance  Thompson  and  Mrs.  James  Turner  Vance 

Thompson],  (^i;  Hathaway,  126 
Tliornburn,  Cirant:  Ward,  243 
Tillotson,  Emma  A.:  Johnson,  Eastman,  147-48 
Tillotson,  Emma  A.,  estate  of:  Johnson,  Eastman, 

148 

Tillotson,  Luther  Gr.:  Jolmson,  Ea.stman,  147 


Tinsman,  Bessie  Cook:  Laux  [Blackberries],  156; 

Liiux  [Raspberries] ,  157 
Tinsman,  |nlia  and  Humbert:  Bellows  [Pueblo 

Tesiujiie,  No.  2],  17;  p]akins  [FenKde  Nude 

(Study)],  105;  Ik'ade  [Siiiisei  on  die  Rocks — 

Newport],  12S;  Liinx  [Blackberries],  156; 

Liuw  [Rasi)berries],  157;  Sargent  [Study  for 

"Spanish  Dance"],  212 
Tinsman,  Julia  Chandler:  Bierstadt  [Frt//.S' <)/' 

Yo.semite],  48;  Sloan  [Sunday  Paper  on  the 

Roof],  220 

Tisdall,  Elizabeth  Anne  Clute:  Waldo  and  Jewett 

[Jacob  Didymus  Clute],  239 
Tisdall,  Fitz  Gerald:  Waldo  and  jewett  [Jacob 

Didymus  Clute],  239 
Tonkin,  Samuel  N.:  VasiliefT,  239 
Toodi,  Arthur:  West  [Venus  Comforting  Cupid], 

2,51 

Treadway,  Howard  and  Tertia:  Orth,  181 

Treadway,  Lloward  P.:  Fleck,  116 

Trefz,  Elizabeth  Ciordon  Gibson:  Bingham 

[Mariali  Chandler  McPherson] ,  58 
Troost,  Mrs.  Benoist:  Bingham  [Dr  Benoist  Troost 

andx\/r.s-.  Benoist  Troo.st],  59 
Trosb)-:  Moran  [Venice,  the  Grand  Canal  with  the 

Doge's  Palace],  172 
Turner,  James  P.:  Eakins  [Monsignor  James  P. 

Turner],  106 
Twachtman,  J.  Alden:  Twachtman,  237 
Twachtman,  Martha  (possibly):  Twachtman,  237 

University  Trustees  (Kansas  City,  Mo.):  Chase 
[William  Rockhill  Nelson],  85 

Vernon,  Ambrose  White:  Kensett,  151 

Vernon,  William:  Kensett,  151 

Vincent,  Mr.  and  Mrs.  Fred  Cameron:  James,  146 

Vivian,  Mrs.  Ralph:  ('ole,  92 

Vose  Galleries:  Bricher,  75;  (iignoux,  119; 

Heade  [Sunset  on  the  Rocks — Newport],  128; 

Koeniger,  152;  [Jjuidscape.  the  Ferry],  258; 

Morse,  174;  Somihxg  [Landscaj)e] ,  222 

Voth,  Eric  A.:  Bloch  [Composition  Red  and  Blue], 
72 

Votli,  Harold:  Bl(;ch  [Composition  Red  and  Blue], 
72 

Wade,  Aileen:  Sargent  [Mrs.  Cecil  Wade],  213 
Wade,  Frances  Frew  (Mrs.  Cecil):  Sargent 

[Mrs.  Cecil  Wade],  213 
Wade,  Sir  Ruthven  L.:  Sargent  [Mrs.  Cecil  Wade], 

213 

Waite,  Benjamin  L.:  [Captain  Benjamin  L.  Waite], 
261 

Walker  Galleries:  Benton  [The  Sun  Treader 

(Portrait  of  Carl  Ruggles)],  29;  Ruellan,  208 
Walsh,  |olm  S.:  Ward,  243 

Ward,  Hugh  Campbell:  Bingham  [Mary  Frances 
Ward],  6,5 


Ward,  Hugh  Camplx^ll,  Jr.:  Bingham  [Mary 

Frances  Ward],  65 
\A'ar(l  lames  Crawford:  Bingham  [Mary  Frances 

Ward],  65 

Ward,  [ohn  Harris:  Bingham  [Mary  Frances 
Ward],  65 

Wai-d,  Sc^th  lulnumd  and  Maiy  Frances  PLirris 
McCartv:  Bingham  [Mary  Frances  Ward],  65 

Washburn,  Sara  Davis  Waite:  [Captain 
Beiijaniiii  L.  Waite],  261 

Webb,  Watt,  Jr.,  and  Anna  W.:  Stark,  224 

Weiniann,  Robert  Paul,  Jr.:  CJhurch,  87 

Wendell,  Barrett:  Copk-y  [John  Barrett  and 
Mrs.  John  Barrett],  95 

Wendell,  F.  Lee  PL:  Cophy  [John  Barrett  and 
Mrs.  John  Barrett],  93 

Wendell,  Mrs.  Barrett:  Qlopley  [John  Barren  and 
Mrs.  [ohn  Barrett],  95 

West,  Mrs.  Albert  F:  West  [Raphael  West  and 
Benjamin  West  Jr.  Sons  of  the  Artist],  249 

Wetmore,  Prosper  M.  (possibly):  Imnan.  140 

Wilde,  Lsabel  Carleton:  [Five  Cliicks],  256; 
Lake  man,  154 

Wildenstcnn  and  C>o.:  Homer,  134 

Wilkinson,  Sarah  Marshall:  Hesselius  [Anne  Her- 
bert Dent],  131;  Hesselius  [Brigadier  General 
John  Dent],  132;  Hesselius  fA/rv.  /o/;)/  DenI 
(Sarah  Marshall  Dent )] ,  132 

William  K.  MacKayCo.:  Somitiig  [La ud.scape] , 
222 

Williams,  Barker  &  Severn  Co.:  Bloch  [Klagelied 

(Lamentation)] ,  71 
Wise,  Karleen  Cuiinotte:  Bingham  [Miss  Vestine 

Porter],  49 

Witcher,  Ortho  H.  and  Flora;  Poor  [Seascape], 
200 

Wolven,  Jennie  Post:  [Captain  Benjamin  L. 

Waite],  262 
Wood,  Delia  J.  F  (Mrs.  Charles  H.);  Keith 

[Conway  Meadows],  149 
Woodward,  George  W.:  Pottliast,  200 
Wood\\'ard,  Man'  Edith  (Mrs.  Hariy  G.);  Miller, 

169 

Woolwortli,  Mr.  and  Mrs.  Norman  B.;  Edmonds 

[Study  for  "'The  Thirsty  Drover"]  (1),  108 
Woolwoith,  Pauline  Stanbiny  (Mrs.  Norman  B.); 

johnson,  Eastman,  148 
Woolworth,  Pauline  Stanbuiy  (Mrs.  Norman  B.), 

estate  ol';  Edmonds  [Study  for  "The  Thirsty 

Drover"]  (1),  108-9 
Wornall,  John  B,.  Jr.:  Bingham  [Roma  Johnson 

Wornall],  62 
Woi-nall,  |ohn  Bristow;  Bingham  [Roma  Johnson 

Wornall],  62 

Wornall,  Roma  |()liiisoii;  Bingham  [Roma  Jolmson 

Wo  mall],  62 
Wray,  Ciravce  Patrick:  Patrick,  184 

Zabriskie  Gallen':  Ault,  10 
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Boldface  page  references  indicate  infonna- 
tion  from  Volume  2  witli  illustration  reli'rences 
italicized.  Plain  page  references  indicate  iiilorma- 
tion  from  Volume  1  witii  illustration  references 
italicized.  Works  with  identical  titles  by  the  same 
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Adirondack  Cloudburst  (Rosenberg),  208,  208 
After  the  liaiii  in  llie  Sail  Marslie.'i  (Heade), 

307-9,  308,  128,  12S-29 
Aggres.siou  (Benton),  56',  66,  18,  18 
American  Historical  Epic  (Benton),  20,  52-70,  76, 

18-26 

Angli)i<i  al  Tiba  (Berman),  47,  47 
Anne  Herbert  Dent  (Hesselius),  1.31,  131 
Apple  Blossoms  (O'Keeffe),  21,  416-19,  417,  179, 
179-80 

The  Artist's  Niece,  Miss  Man/  (:hristi)ie  Austin 

(Austin),  20,  11,  11 
The  Arts  of  Life  in  America:  Arts  of  the  South 

(Benton),  76,  77,  27 
At  the  Windoic  (Miller),  398-401^,  3,9,9,  169, 

169-70 

Aiilt,  George  Copeland/r/fK/r/n/  I'ull  Mooir  22, 

28-31,  29,  10,  10 
Austin,  Amanda  Petrouc^Ila.  The  Artist's  Niece, 

Miss  Marij  Cliri.sline  Ausliit,  20,  11,  11 
The  Axes  (Benton),  64,  69 

Balis,  CaKin,  George  and  Eninia  Ea.stnian,  16, 

32-35^.33.  11^  11-12 
Baron  Hugo  von  Habermann  (Chase),  172-74, 

173,  So,  80-81 
The  Bathers  (Cuny),  23,  210-1,5,  211,97,  97-98 
Beach  (Chase),  18,  36,  17,5-77,  ^Z^',  81,  81-82 
Beach  Side  (Glackens),  18,  278-82,  279,  120.  120 
Beal,  C;ifford  Re\'nolds 

On  the  Rocks,  38,  13,  13 

West  Wind,  36-138,  37,  13,  13-14 
Bellows,  George  Wesley 

Cleaning  Fish,  44-47,  45,  J. 5-  15-16 

Fraidde,  the  Organ  Boij,  22,  39-43,  40,  222, 

14. 14-15 

Pueblo  Tesu(jue,  No.  1,  ,50-51,  17 
Pueblo  'Tesnijue,  No.  2,  23,  48-51,  4c),  16, 
16-17 

Siudij  for  Pueblo  Tesui/ne.  No.  2,  ,50,  50,  17 
Benton,  Thomas  Hart 

Aggression .  .56',  66,  18,  18 
American  Historictd  Epic,  20,  52-70,  76,  102, 
18-26 


The  Arts  (f  Life  in  America:  Arts  of  the  South, 

76,  77.  27 
Burni]ig  of  Chicago,  86,  88,  32 
Caii  Buggies  (1),  Benton  Trust,  29 
Carl  Buggies  (2).  location  unknown,  29 
Claij  Bogers,  45 

Comjxisitional  Studi/  for  "Palisades."  19 
Construction  (1),  NAMA,  20,  71-73,  72,  26,  26 
Const nu-li(ni  (2),  Benton  Trust,  71,  73,  26 
Crapshooters,  20,  74-77,  75,  80,  27,  27 
'The  Craj)shooters  (1),  Greenville  County 

Museum  of  Art,  27 
The  Cra])shoolers  (2),  location  unknown,  27 
Deck  Hands'  Crap  Oame,  74,  76,  27 
The  Defeiulants,  44 

Desert  Still  Life,  20,  100-103,  ^oi,  40,  40 

Desert  Still  Life  uith  Skull.  40 

Discovenj,  53,  55-57,  66.  20,  20 

Dnncing  ofClaij  Fiogers,  45 

Farm  Side  with  Poj)  aiul  the  Boys,  43,  43 

Figuiv  Studij  (1),  NAMA,  42 

Figure  Studtj  (2),  nama,  42 

Finished  Working  Studi/  for  "The  Seneca 

Discover  the  French."  42 
Historical  Composition,  20 
Ihilh/icood,  20,  86-91,  87,  92,  95,  96,  31, 

.31-33 

Jesuit  Missio)iarics,  65,  66,  21,  21 
King  Philip  (1),  Saint  Joseph  College,  19 
King  Philip  (2),  location  unknown,  19 
King  Philip  (3),  location  unknown,  19 
Lost  Hunting  Ground,  66,  68,  21,  21-22 
Minstrel  Show  (1),  nama,  20,  78-Si,  79,  82, 

28,  28-29 
Minstrel  Shoic  (2)  (lidiograpli),  28 
Missouri  Lauijer,  45,  45 
Model  fn-  "Perse))hoiu'."  34 
Morning  Cxlories,  100,  ,39,  39 
0/«'H  Count nj  (1),  pri\  ate  collection,  41 
0})eti  Countnj  (2),  nama,  104-6,  205,  41.  41 
Over  the  Mountains,  62,  66,  22,  22 
Palisades,  ,54,  66,  18,  18-19 
The  I'athfinder  (1),  Gerald  Peters  (iallerv,  23 
The  Pathfnder  (2),  NAMA,  61,  66,  23,  23 
The  Pathfinder  (studv),  23 
i'cueil  Sketch  of  Three  Figures,  19 
Perse])hone,  20,  21,  92-99,  ,93,  ,94,  97  (detail), 

100,3.3,  33-38 
Pilgrims  Landi]\g,  19 
The  Plaintiffs,  44 
I'oj)  and  the  Boys,  43 
"Poj)"  and  the  Boys,  43 


Prayer  (1),  nama,  55,  ,58,  66,  19,  19 
Prayer  (2),  pri\  ate  collection,  19 
Relribntioji,  ,59,  66,  19,  19-20 
Retribution  (study)  (1),  private  collection,  20 
Retribution  (study)  (2),  Denver  Art  Museum, 
20 

Retribution  (2  studies  on  1  sheet),  20 
The  Seneca  Discover  the  French  (1),  nama,  52, 
42,  42 

The  Seneca  Discover  the  French  (2),  Power 

Authorit\-  of  tlie  State  of  New  York,  42 
Sketchbook  (3  studies  cA' Per.sephoiw),  34 
Sketch  for  "Struggle for  the  Wilderness,"  23 
Sketch  for  "The  Seneca  Discover  the  French," 
42 

S7;7/  Life  ivifh  Flowers,  100,  39,  39-40 
Struggle  for  the  Wilderness  (1),  pri\  ate 

collection,  23 
Struggle  f)r  the  Wilderness  (2),  nama,  66,  67, 

22, 22-23 

Studies  f>r  "Perse])hone"  (1),  Kemper  Museum 

of  ('onteinporan'  Art  and  Design,  34 
Studies  for  "Persephone"  (2),  location  unknown, 

34 

Study  for  Foregrouiul  Indian  (1),  nama,  42 
Stiuhj  for  Foreground  Indian  (2),  nama,  42 
Study  for  "Lost  Hunting  Grouml."  22 
Study  for  Mural,  23 

Study  for  Persephone  (1),  location  unknown,  34 
Study  for  "Persephone"  (2),  Benton  Trust,  34 
Siudij  for  "Prayer,"  19 

Study  for  "Betribution"  (1),  location  unknown, 
20 

Studtj  for  "Betribution"  (2),  location  unknown, 
20 

Study  of  Leg  for  the  Painting  "Perseplume"  34 

Study  Version  of  "Persephone"  34 

The  Sun  Treader  (Portrait  of  Carl  Buggies),  15, 

82-85,  ''^'J-  2,9.  29-31 
These  three  in  the  evening,  harmonica  and 

fiddle  and  guitar,  43 
Trial  by  lury,  107-9,  108,  44,  44 
Umbrella  and  Shawl,  44 
Value  Study  for  "The  Pathfinder."  23 
Value  Study  f>r  "Trial  by  Jury."  44 
\'ase  of  Blowers,  200,  38,  38 
Ben/iger,  August,  Jacob  Leander  Loose.  4,5, 

45-46 

Beruiau.  fjcouid 

Angling  at  Tiba,  47,  47 

Port  Jefferson,  110-13,  111,46,  46-47 
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Silult/  for  "Port  Jcffcrsu)t"  (i),  NAMA,  no,  no, 
46 

Stiuhj  for  "Port  Jefferson"  (2),  nama,  46 
Bierstadt,  Albert 

Falls  ofYosc})ute,  48,  48 

Faralloii  Islands.  Pacific  Ocean,  California, 

47,  47-48 
Bingham,  George  C^aleb 

Canvassing,  for  a  Vote,  19,  120-27,  ^^^^ 

2  (detail),  52,  52-55 
Canvassing  for  a  Vote  (Regiiier  after),  53 
Coiintn/  Politician,  122,  122,  124,  53 
Dr  Benoist  Troost,  17,  128-32,  129,  133,  58, 

58-60 
Fisherman,  iij,  50 
Fishennan  Waiting  for  a  Bile,  iiy,  50 
Fisliing  on  the  Mississi])j)i,  16,  114-19,  115, 

495-  50.  50-52 
Jolh/  Old  Landlord,  122,  122,  53 
Judge  JaiiH's  Turner  Vance  Tlunnpson,  17, 

60,  60 

Mariah  Chandler  McPherson,  57,  57-58 
Manj  Frances  Ward,  64,  64-65 
Miss  Sallij  Cochran  McGrair,  55,  55-56 
iV/i.S'.S'  Vestine  Porter,  4g,  49 
Moss  Preicitl,  56,  56 
Mountain  Landscape,  65,  65-66 
Mrs.  B.  W.  Clark  (Man/  Jane  Kinney)  and  Her 
Brother  (Joseph  Becler  Kinney?),  66,  66-67 
Mrs.  Benoist  Troosi,  17,  128-32,  130  (detail), 

^3^  -  5,9-  59-60 

Mrs-,  James  Tunwr  Vance  Tliomj)son.  ij,  61,  61 
Mrs.  Moss  Prewitt,  .57,  57 
Mrs.  William  Vliles  Chick.  S/j,  63-64 
Pofenfial  Voter,  53 

Roma  Johnson  Wornall,  133-35,  134-  62.  62 
William  Miles  Chick,  133,  63,  63 
Birthday  Boiujuet  (Stettheimer),  21,  501-4,  502, 

226,  226 
Bi.shop,  Isabel 

Girl  Reading  a  Pa])er,  136,  136',  68 
Girl  with  a  Neies])aj)er,  20,  136-39,  237,  67, 
67-68 

Girl  with  Neicspaper,  136,  13S,  68 

Blackberries  (Laux),  156',  156 

Blakelcjck,  Ralph  Albert,  Forest  Landscape,  68,  68 

Bla.shfield,  Edwin  Howland,  Medieval  Ari ,  6g,  69 

Bloch,  Albert 

Coniposition  Red  and  Blue,  23,  72,  72 
Die  drei  Pierrots  Nr  1,  143,  143,  144,  70 
Die  drei  Pierrots  Nr  2  (The  Three  Pierrots 

No.  2).  22,  140-45,  141,  6q,  69-70 
Klagelied  (Lamentatio)i),  22,  146-49,  14-,  71, 
71 

Winter  in  tlic  Dead  Wood,  22,  150-53,  2.51, 
152,  72,  72-73 
Bhu-  Chair  (Watkins),  244,  244-45 
Books  on  a  Table  (Peto),  22,  443-45,  444,  igj, 
197-98 


Boulton,  Edward  W.,  JJfe  Casting  in  die  Chestnut 
Street  Studio  (after  Eakins),  243-44,  -43- 
105 

Branght,  Ro,s.s  Engene 

Tschaikovskij's  Sixth  (1),  Ilirsehl  &  Adler 

Galleries,  74 
Tschaikovsky's  Sixth  (2),  nama,  154-59,  25,5, 

74-  74 

Biicher,  Alfred  Thompson 
Near  Neicjjort,  75 

Schooner  Close-PIauled ,  160-63,  ^^'i,  75.  75 
Brigadier  General  jolin  Dent  (Ilesselins),  131, 

131-32 
Bright  Angel  (Moran),  173 
Brook,  Alexander,  Portrait  Head,  75,  75-76 
Brown,  Vlatlier 

Portrait  of  a  Man,  76,  76-77 

Portrait  of  a  Woman,  77,  77 
Brush  Burning  (Inness),  17,  341-45,  342,  141, 
141-42 

Brittalilij  (Patrick),  22,  424-27,  425,  183,  183-85 
The  Buffalo  hluni  (Darle\  ),  330,  332,  332,  137 
Buffalo  Hunt  (Howland),  19,  330-33,  332,  137, 
137 

Burning  of  Chicago  (Benton),  86,  88,  32 

Camels  and  Riders;  Separate  Study  oj  Sailboat  at 

Sea  (Chnrch),  87 
Caiivassingfor  a  Vote  (Bingham),  19,  120-27, 

221,2  (detail),  52,  52-55 
Canvassing  f>r  a  Vote  (Regnier  after  Bingham), 

53 

Captain  Benjaniin  L.  Waite  (unknown  artfst), 

549-51,  5,50,  261,  261-62 
Carl  Buggies  (1),  Benton  Tnrst  (Benton),  29 
Carl  Ruggles  (2),  location  unknown  (Benton),  29 
Cassatt,  Marv 

L'Enfaiit  Blonde  (The  Blonde  Child),  20, 

164-  67,  i6'5,  78,  78 

Sara  Seated,  Leaning  int  II er  Left  Hand,  164, 
166,  78 

Simone  in  a  Blue  Bonnet  (No.  1),  164,  78 
Castle  Island  (Prendergast),  449-51,  4,50,  202, 
202-3 

Castle  Rock,  Green  River,  Wyoming  (Moran),  20, 

173^  173-74 
Catherine  and  Elizabeth  Hall  (Peale,  Charles 

Willson),  428-31,  429,  185,  185-86 
Celebration  (Martin),  18,  389-91,  390,  165, 

165-  66 

Chancellor  James  Kent  (1),  NAMA  (Morse),  174, 
174-75 

Chancellor  James  Kent  (2),  New-York  Tlistorical 

Society  (Morse),  174 
Chapman,  johu  Gadsln,  A  Lazy  Fisherman, 

168-71,  269,  495,  79,  79 
Chase,  William  Menitt 

Baron  Hugo  von  Habennann,  172-74,  273,  80, 

80-81 


Beach,  18,  36,  175-77,  ^7^'-  81,  81-82 
Edward  Steiclien,  178-80,  279,  82,  S2-83 
.S7///       — Striped  Bass,  181-83,  i^^-  ^4- 
84-85 

William  Roekhill  Nelson,  16,  42,  85,  85-86 
Children  Platjing  (Esncr),  112,  112 
CJhrist)-,  Howard  Chandlc^r.  Portrait  of  Mrs.  Jacob 

Leander  Loose,  86,  86 
Chn/santhemiims  (Orth),  180,  180-81 
CJhurch,  Erederic  Edwin 

Camels  and  Riders:  Separate  Study  of  Sailboat 
at  Sea,  87 

Jerusalem  from  the  Mount  of  Olives,  engraved 

ke\-  to,  189,  290,  87 
Jerusalem  from  Hie  Mount  of  Olives  (1), 

CJooper-I  lewitt,  87 
Jerusalem  from  the  Mount  of  Olives  (2),  nama, 

8  (detail),  21,  184-93,  ^^5'       (detail),  86, 

86-90 

Light  on  Jerusalem,  i8j,  187-88,  87 
Olive  Tree,  Mount  of  Olives,  87 
Sheet  of  Architectural  and  Figure  Studies,  i8g, 
189,  87 

Siloam  and  Jerusalem.  View  if  the  Soiitlieast- 
ern  Corner  (f  the  Walls  of  Jerusalem  and  of 
Silwdn.  Shown  from  the  Mount  oj  Olives,  87 

Sketches  from  Syria,  87 

Sketches  from  the  Joiirnei/  from  Palestine  to 
Petra,  Arabia  and  Back  (1),  Cooper-Hewitt, 
87 

Sketches  from  the  Journei/  from  Palestine  to 
Petra.  Arabia  and  Back  (2),  Cooper-Hewitt, 

87 

Studij  for  "Jerusalem  from  the  Mount  of  Olives," 

1H8,  188,  87 
Studi/  of  the  Southern  Part  of  Jerusalem  Shown 

from  the  Mount  of  Olives,  87 
View  of  Jerusalem,  87 
Cikovsk-\;  Nicolai,  Cranbun/  Lake,  go,  90-91 
Circus  Girl  (Stark),  224,  224-25 
Claij  Rogers  (Benton),  45 
Cleaning  Fish  (Bellows),  44-47,  45.  15,  15-16 
Coastal  Scene  (Hart),  121,  121 
C^ole,  Thomas 

The  Mill,  Sunset,  23,  116,  194-99,  ^95-  .91- 
91-93 

Untitled  (sketcli  of  box  w  itli  hat),  92 
Untitled  (sketch  of  bo\-  with  wagon),  92 
Coniposilioiial  Study  for  "Palisades"  (Benton),  19 
Com])osition  Red  and  Blue  (Bloch),  23,  72,  72 
Conference  No.  1  (Second  Version)  or  Conference 

No.  2  (Sheeler),  490,  218 
Conference  No.  1  (Sheeler).  14  (detail),  30, 

488-90,  48g,  218,  218-19 
Construction  (1),  nama  (Benton),  20,  71-73-  72, 

26',  26 

Const iiietion  (2),  Benton  Trust  (Benton),  71,  73, 
26 

Conivaij  Meadows  (Kcitli),  14.9,  149 


Coplcx;  Jolm  Singleton 

jolni  BdrrclL  20-21,  200-204,  201,  ,94,  94 
Mr.s.  John  Barren,  20-21,  200-204,  203,  94, 

94-95 

Corbino,  Jon,  Tlie  Meeting,  g6,  96 

Coiiiilni  Politician  (Bingham),  122,  122,  124,  53 

Cranbiirij  Lake  (C^ikovsk-)  ),  go,  90-91 

Tlie  Crapshoofers  (1),  Greenville  County  Mu.seuni 

of  Art  (Benton),  27 
The  Crapslioolcrs  (2),  location  unknown  (Benton), 

Crapsliootcrs  (Benton),  20,  74-77,  75,  So,  27,  27 
Cropsev,  Jasper  F. 

Rear  View  of  Sheep,  97 
Reclinino  Sheep  Facing  Right,  97 
Stonehcnge  (1),  Museum  of  Fine  Arts,  Boston, 

207,  208,  97 
Slvnelienge  (2),  nama,  21,  205-9,  206,  206' 

(detail),  ()6.  96-97 
Thunihnail  Sketclies  ufTivehe  Sheep  at 
Kcnsi)igic)n  Gardens,  97 
Curiy,  Jolm  Steuart 

rlie  Bathers,  23,  210-15,  211,97,  97-9S 
Tlie  Pigeon  ,  98,  98-99 
Stuchj  for  "Tlie  Bathers,"  98 

Darley,  Felix  O.  C,  Tlie  Buffah  liiini,  330,  3.32, 
.332-  137 

Dasburg,  Andrew,  Loreu  Muzleij,  216-19,  217, 
.9,9  99 

Davey,  Randall,  Sj)anis]i  Child  in  Wliite,  220-22, 

221,  100,  100 

Davis,  Stuart 

Fhrtel  de  France  (1),  nama,  23,  212,  223-27, 

224,  100,  100-101 
PIdtel  de  France  (2),  Anion  Carter  Museinn, 

101 

Stuch/  for  "Ploiel  de  France,"  225,  225,  101 
Dead  Pheasant  (Poor),  17,  371,  299.  i99 
Deck  Hands'  Crap  Game  (Benton),  74,  76,  27 
The  Defendants  (Benton),  44 
Desert  Still  Life  (Benton),  20,  100-103,  101, 
40,  40 

Desert  Still  Life  with.  Skull  (Benton),  40 

Die  drei  Pierrots  Nr  1  (Block),  143,  143,  144,  7° 

Die  drei  Pierrots  Nr  2  (The  Three  Pierrots  No.  2) 

(Block),  22,  140-45,  141,  6g,  69-70 
Discovery  (Benton),  ,53,  55-57^  66,  20,  20 
Dove,  Arthur  CarReld 

Tree,  23,  228-31,  229,  101,  101-2 
Tree  1,  230,  230,  102 
Dr  Benoist  Troost  (Bingkam),  17,  128-32,  129, 

133.  5S,  58-60 
Dr  William  Aspinwall  (Stuart),  21,  510-12,  511, 

229, 229-30 
Draicing  of  Clay  Rogers  (Benton),  45 
Duck  Pond  (Robinson),  460,  462,  206 
The  Duck  Pond  (Robinson),  460-63,  461,206, 
206-7 


Durand,  Asher  B. 

Landscape,  Weleli  Mountain,  232-35,  233,  102, 
102-3 

River  Vallei/  and  Distant  Hills,  Campion,  N.H., 

234,  234,  102 
River  Vallei/  and  Distant  Flills,  West  Campion, 

N.H.,  102 

River  Valleij  with  Hills  Beyond,  Cam])ton,  N.hL, 
102 

Yalleii  with  Mountain  Ra)tge  Beyond.  N.H.,  103 
View  across  a  Valley  to  a  Distant  Ra)ige  of 
Mountains,  N.H.,  103 

Eakins,  Thomas 

Female  Nude  (Study),  23,  240-44,  241,  105, 
105-6 

Frances  Fakins,  18,  236-39,  237,  103,  103-4 

Life  Casting  in  the  Cliesfmit  Street  Studio 
(Boulton  after  Eakins),  243,  243-44,  105 

Monsignor  James  P.  Turner,  21,  245-51,  247, 
106,  106-7 

Nude  Woman,  242,  243,  105 

Portrait  of  Monsignor  James  P.  Turner:  Perspec- 
tive Studi/  and  Ground  Plan,  249,  249,  106 

Portrait  of  Monsignor  James  P.  Turner:  Perspec- 
tive Study  of  Tile  Floor  (i),  Pennsylvania 
Academv  of  the  Fine  Arts,  106 

Portrait  of  Vlonsignor  James  P.  Turner:  Perspec- 
tive Sludij  of  Tile  Floor  (2),  Penn,s\  l\  ania 
Academy  of  the  Fine  Arts,  106 

Portrait  of  Monsignor  Janws  P.  Tunwr:  Perspec- 
tive Study  of  Tile  Floor  (3),  Pennsylvania 
Academy  of  the  Fine  Arts,  106 

Portrait  of  Monsignor  James  P.  Turner:  Transfer 

Pattern,  106 
Sketch  for  "Portrait  of  Monsignor  James  P. 
Turner"  24H,  248,  106 
Earl,  Ralph,  General  Gabriel  Christie,  252-55, 

253,  107,  107-8 
Easlchester  Creek  uearPelham  Bridge  (Gay),  119, 

119 

Edmonds,  Francis  William 

Man  (m  a  Horse,  256,  109,  110 

Studij  for  "The  Thirsty  Drover"  (1),  nama,  256, 

108,  108-9,  110 

Study  for  "The  Thirsty  Drover"  (2),  nama,  256, 

109,  109,  110 

The  Thirsty  Drover,  256-59,  257,  109,  110, 
110-11 

FJward  Parker  of  Browsholme  (Stuart),  227,  227 
Edward  Steichen  (Chase),  178-80,  179,  82, 
82-83 

Egri,  Ted,  Street  Sceiw,  111,111 

Eilslieniius,  Louis  Michel,  Fisherman.  112,  112 

Eisenstaedt,  Alfred,  Thomas  Hart  Bciiiou  Painting 

"Persephone,"  92,  94,  34 
Esner,  Artlnu'  L.,  Children  Playitig,  112,  112 
Evans,  l^e  Scott 

Still  Life  with  Apple,  263-65,  264,  114,  114 


Still  Life  with  Pears,  260-62,  261,  263,  113, 
113 

Evans,  \V.,  Portrait  of  Mrs.  Leon  M.  Leslie  and 
Dr  Benjamin  S.  Leonard  as  Children., 
115^  115 

Eveidng  in  the  VIouulains  (Sonntag),  495-9?'  -/.96', 
221, 221 

Falls  ofYosemite  (Bierstadt),  48,  48 
Farallon  Islands,  Pacific  Ocean,  California 

(Bierstadt),  47,  47-48 
Farewell  to  Livorno  (Laning),  156 
Farm  Sale  with  Pop  and  the  Boys  (Ikmton),  43,  43 
Frtr»i  Scene  (unknown  artist),  256',  256 
p'arnsworth,  Jeny,  Old  Fashioned  Girl  {Lorraine), 

115^  115 

Fatma  (Tchelitcliew),  236',  236 

Female  Nude  (Study)  (Eakins),  23,  240-44,  241, 

10,5,  105-6 
Figure  Study  (1),  nama  (Benton),  42 
Figure  Study  (2),  nama  (Benton),  42 
Finished  Working  Study  for  "The  Seneca  Discover 

the  French"  (Benton),  42 
Fisherman  (Bingham),  117,  50 
Fisherman  (Eilshemius),  112,  112 
Fisherman  Waiting  for  a  Bite  (Bingham),  117,  50 
Fishing  on  the  Mississippi  (Bingham),  16, 

114-19,  115,  495,  50-  50-52 
Five  Chicks  (unknown  artist),  2,56",  256 
Fleck,  Joseph,  Rosita,  116,  116 
Forest  Landscape  (Blakelock),  6'S,  68 
Forster,  George,  Still  Life,  266,  267,  iz6",  116-17 
Frances  Eakins  (Eakins),  iS,  236-39,  237,  103, 
103-4 

Frances  Warren  (Theus),  17,  236,  236-37 
Francisco  Bernareggi  (Sargent),  21,  484-87,  485, 

21$,  215-16 
Frankie,  the  Organ  Boy  (Bellows),  22,  39-43-  4°^ 

222,  14,  14-15 
Frieseke,  Frederick  Carl,  Portrait  of  a  Lady,  117, 

117 

Fruit  and  Leaves  (McFec),  392-94-  393-  ^^'7, 
167-68 

Fuller,  Cieorge,  Hannah,  268-73,  269,  117, 
117-18 

The  Gate  of  Venice  (1),  Gilcrease  Museum 

(Moran),  403,  403,  172 
The  Gate  of  Venice  (2),  Gilcrease  Museimi 

(Moran),  172 
The  Gate  of  Venice  (3),  Gilcrease  Museum 

(Moran),  172 
Gay,  Edward,  Easlchester  Creek  near  Pelham 

Bridge,  119,  119 
General  Gabriel  Christie  (Earl),  252-55,  253, 

107,  107-8 

George  and  Emma  Eastman  (Balis),  16,  32-35,  33, 
11, 11-12 

Gignoux,  Regis  Fran<,'ois,  Winter,  274-77,  275, 
119, 119-20 


274 


Girl  Rcadiii^d  Paper  (Bisliop),  136,  138.  68 
Girl  Lcitit  a  NcivsjxijX'r  (Bisliop),  20.  136-39,  J37, 

67,  67-68 
Girl  icilli  (I  Filcher  (Healy),  129,  129 
Girl  with  Neivspaper  {Bishop),  136,  138,  68 
Glackens,  W'illiain 

Beach  Sich\  18,  27(S-(S2,  27,9,  120,  120 
Sketchbook,  27S,  280,  120 
Gloiiecsfci-  Uarlior  (1),  Meredith  and  C^onieHa 

Long  (Homer),  ,320,  320,  134 
Gloucester  Harbor  (2),  nama  (Homer),  21, 

31S-23,  31.9,  495,  134  134-35 
Grand  Caiii/oji  (Moran),  20,  404-6,  40s,  172, 

172-73 

The  Great  Peak  (Louiis  Peak)  (1)  (Sandzen),  470, 

4J2,  210 

Tlie  Great  Peak  (Louiis  Peak)  (2)  (Sandzen), 

470-72,  471,  210,  210 
Tl}e  Green  Sacqne  (Henri),  19,  310-13,  311, 

130,  130 
Green  Table  (Malcohn),  162,  162 
Groiij)  of  IJucks  (Robinson),  460,  206 

Hannah  (Fuller),  26S-73,  269,  117,  117-18 
Harbor  \'i('iv  Hotel  (Twaclitman),  526-2(S,  527, 

237.  2,37-38 
Hart,  William 

Coastal  Scene,  121,  121 
Passin<^  Storm  Clouds,  121 
Hartley,  Marsden 

Hiniinel,  19,  283-88,  284,  121,  121-22 
Mi.  Kalahdin — Noreniber  Afternoon,  18-19, 
289-92,  290,  123,  123 
Hassam,  C'hilde 

Marlboroufdi  Street,  Boston,  20,  293,  124,  124 
The  Sonata,  19,  293-98,  2,95,  124,  124-25 
Hathawav,  Portrait  of  Anna  Ross  Thompson,  125, 

125-26 
Hawthorne,  (;harles  Webster 

Mother  (Old  Child,  299-302,  300,  127,  127 
The  Piano  Lesson,  126,  126-27 
Heade,  Martin  johnson 

After  the  Rain  in  the  Salt  Marshes,  307-9,  308, 

128,  128-29 
Sunset  on  the  Rocks — Newport,  23,  303-6,  304, 
127,  127-28 
Head  of  an  E<ii/])tian  (Pnshman),  203,  203 
Head  of  Old  Wonuni  (Johnson,  Cxjntent  Ahne), 

146,  146-47 
Healy,  George  Peter  Alexander,  Girl  with  a 

Pitcher,  12q,  129 
Henri,  Robert,  The  Green  Saccjue,  19,  310-13, 

31 1 ,  130,  130 
Henry  P.  Geijer  (unknown  artist),  2,57,  257 
Hesselius,  John 

Anne  Herbert  Dent,  131,  131 
Brigadier  General  John  Dent,  131,  131-32 
Mrs.  John  Dent  (Sarali  Marshall  Dent),  132, 
132 

IJimniel  (Hartley),  19,  283-88,  284,  121,  121-22 


Hirseli,  Joseph,  Li/ncli  Faniih/,  18,  314-17,  315, 
133  133 

Pli.sforical  Conipo'iitiint  (Benton),  20 
Hodges,  (Charles  Howai'd.  lohn  Poster  (after 

Stuart),  228 
Hollifwood  (Benton),  20,  86-91,  8y,  92,  95,  96, 

31^  31-33 

Home  Farm  (Wvant),  254,  254 
Homer,  Winslow 

Gloucester  Harbor  {i),  Meredith  and  Gorni-lia 
Long,  320,  320,  134 

Gloucester  Harbor  (2),  nama,  20,  318-23,  319, 

495^  134-  134-35 
Ten  Pound  Island,  134 
The  Hon.  Herman  Allen  Moore  (unknown  artist), 

257.  257 
Hopper,  Edward 

Li^hf  Battenj  at  Gettysburg,  18,  20,  324-29, 

32.5,  13,5,  135-36 
Stndij  for  "Light  Batten/  at  Gettijsburg"  (1), 

Whitney  Vbrsemn  of  American  Art,  135 
Studij  for  "Light  Battenj  at  Gettysburg"  (2), 

pri\  ate  collection,  327,  328,  135 
Study  for  "Light  Battery  at  CA'ttyshurg"  (3), 

Whitney  Museum  of  American  Art,  135 
Hostiles  Watchingthe  Column  (Remington), 

45fi-59-  457-  204,  204-5 
Hotel  de  France  (i),  nama  (Davis),  23,  212, 

223-27,  224,  100,  100-101 
Hotel  de  France  (2),  Anion  Carter  Museum 

(Davis),  101 
Howland,  John  Dare,  Buffalo  Plunt,  19,  330-33, 

331,  137,  137 
Plugh  Gibson  Glenn  with  Flintlock  Rifle  (unknown 

artist),  2,58,  258 
Hunt,  William  Morils,  Landscape,  334-36,  335, 

138,  138 

Hurd,  Peter,  jo.se  Plerrera,  17,  337-40,  33<S',  138, 
138-39 

Illustration  for  "Dnims"  (Wyeth),  23,  545-4''',  .54'''- 

25.5.  25,5-56 
Iinlian  Trail  (Wieghorst),  25,3,  253-54 
Inman,  Henn,  Mother  and  Son,  140,  140 
bmess,  (kHjrge 

Bnish  Burning,  17,  341-45,  342,  346,  141, 

141-42 
etching,  346,  348,  143 
Landscape ,  143 

Looking  Over  the  Pludson  at  Milton,  16, 

346-49,  347,  142,  142-44 
Old  Farm — Mo)itclair,  17,  346,  350-52,  35;, 

144, 144-45 

Silven/  Autunm,  334,  141 

jacob  Didi/inus  Clute  (Waldo  and  Jewett),  239, 
239-40 

Jacob  Leandcr  Loose  (Ben/iger),  4,5,  4,5-46 
Jacob  Wrestling  uith  the  Angel  (Taubes),  235, 
235 


James,  Alexander,  Saudi/,  146,  146 

Jamuin/  Full  Moon  (Ault),  22,  28-31,  29,  10,  10 

Jerusalem  Jrom  the  Mount  of  Olives,  engraved  key 

to  ((Jhurcli),  189,  190,  87 
Jcrusalcju  from  the  Mount  of  Olives  (1),  (]ooper- 

Hewitt  (Church),  87 
Jenisalenifrom  the  Mount  of  Olives  (2),  nama 

(Church),  8  (detail),  21,  184-93,  1S5, 

188  (detail),  86,  86-90 
Jesuit  Missionaries  (Benton),  65,  66,  21,  21 
Jewett,  ^^'ilIiam 

Jacob  Didi/nuis  Clute  (Waldo  and),  239, 

239-40 

Mr  Ilutchins  (Waldo  and),  240,  240 
Mrs.  Ilutchins  (Walck)  and),  241,  241 
John  Barrett  (Copley),  20-21,  200-204,  201,  94, 
94 

John  Fo.ster  (Hodges  after  Stuart),  228 
Johnson,  Content  Aline,  Head  of  Old  \Vo)nan, 

146,  146-47 
Johnson,  Eastman 

Study  for  Reading  the  Bible,  148 

Thi/  Word  Is  a  Lam])  unto  Mi/  Feet  and  a  Light 

unto  My  Path,  20,  353-57-  354-  ^47-  147-48 
/()//(/  Old  Landlord  (Bingham),  122,  122,  53 
Jonson,  RaMUond,  Oil  and  TemperaNo.  1 — 1^41. 

35S-60,  359,  148,  148-49 
Jo.se  Herrera  (Hurd),  17,  337-40,  338,  138, 

138-39 

Judge  James  TurnerVance  Tlioin])son  (Bingham), 
17,  60,  60 

Juggler  (Kuhn),  17,  369-71,  370,  152,  152-54 
Julia  A.  Brown  (Millett),  170,  170-71 
//(.s7;/.s  /-/.  Bodwell  (Wheeler).  2,52,  252 

Kaihcrine  Selum  (Sloan),  21,  491-94,  492,  219, 

219-20 
Keith,  William 

Conway  Meadows,  149,  149 
Siniset  Glow,  19,  361-63,  362,  149,  149-50 
Kensett,  [ohn  Frederick,  A  Woodland  Wateijall, 

21,  364-68,  365,  150,  150-51 
Ki)ig  Nebuchadnezzar  and  the  Prophet  (Whitney), 

2,52,  252-53 
King  Philip  (1),  Saint  Joseph  College  (Benton),  19 
King  Philip  (2),  location  unknowi  (Benton),  19 
King  Philij)  (3),  location  unknown  (Benton),  19 
Klagelied  (Lamentation)  (Block),  22,  146-49,  147, 
71^  71 

Koeniger,  Walter,  The  Old  Mill,  i.^i,  151-52 
Kuhn,  Wah,  Juggler,  17,  369-71,  370,  1.52, 

152-54 

Lakeman,  Nadianiel,  Portrait  of  Woman  with 

Comb,  1S4,  154 
Landscape,  the  Ferry  (unknown  artist),  258, 

258-59 

Landscape,  Welch  Mountain  (l^m-and),  232-35, 

233,  102,  102-3 
Landscape  (Hunt),  334-36,  335,  138,  138 


LaiulscdjX'  (Iiuu'ss),  143 

Landscape  (McCord),  167.  167 

LaiuUcape  (Sonntag).  222,  222 

Landscape  (Wyant),  255,  255 

Lane,  Fitz  Heniy,  "Starli'^lii"  in  Harbor,  2  (detail), 

2-3-  372-75-  37.3-  155-  155 
Laiiing,  Edward 

FaretccU  to  Li  con  to,  156 

LcgJiorn — Piazza  Carlo  Alberto,  156 

Livorno.  155,  155-56 
Latest  News  (Weber),  19,  536-38,  537,  246, 

246-47 
Laux,  August 

Blackberries,  156,  156 

Rasj)berries,  157,  157 
Lawson,  Ernest 

On  lite  Hatient,  376-78,  ,377,  158,  158 

Woodlaitd  Scene,  157,  157-58 
A  Laztj  Fisherman  (Chapman),  168-71,  i6g,  495, 

7,9-  79 

Lebduska,  Lawrence,  Wild  Horses  atid  Owl,  23, 

379-81,  380,  159.  159 
Leghorn — Piazza  Carlo  Alberto  (Laning),  156 
L'Eitfaitl  Bloitde  (The  Bloitde  Child)  (Cas.satt).  20, 

164-67,  i6',5,  78,  78 
Life  Casting  in  the  Citestttut  Sti-eet  Studio 

(Boulton  after  Eakins),  243,  243-44,  105 
Light  Battertj  at  Cetttjsbtirg  (Hopper),  18,  20, 

324-29,  32,5,  135,  135-36 
Light  ott  fentsaletii  (Chureli),  i8y,  187-88,  87 
Littlefiekl,  William  Horace,  Sacoitesset  Hills,  159, 

159-60 
Livorno  (Laning),  155,  155-56 
Looking  Over  the  Hudson  at  Miltott  (Inness),  16, 

346-49,  347,  142,  142-44 
Loi-ett  Mozleij  (Dasburg),  216-19,  217,  gg,  99 
Lost  Huittittg  Grotittd  (Benton),  66,  61^,  21,  21-22 
Lucioni,  Luigi,  Vim-  ofMalnate,  160,  160-61 
Ltjdia  Hatiford  Wallace  Berrett  (Peale,  Raphaelle), 

186,  186 

Li/itelt  Fatttihj  (Ilirsch),  18.  314-17.  3^5-  ^.33-  i33 

Macdonald-Wriglit,  Stanton,  Self-Port  rait ,  21, 

382-84,  383,  161,  161 
Malcolm,  Thalia  Wescott,  Greett  Table,  162,  162 
Matt  ott  a  Horse  (Edmonds),  109,  110 
Marialt  Chandler  McPherson  (Bingham),  57, 

57-58 

Markham,  (^luirles  C. 

Portrait  of  Master  Jantes  Kingsleij  (1),  NAMA, 

162,  162-63 
Portrait  of  Master  Jantes  Kittgsletj  (2),  Hirschl  & 
Adlei-  Ckilleries,  163 
Marlborough  StiTct,  Boston  (Ilassam),  20,  293, 

124, 124 
Marsh,  Reginald 

Pavoitia — lersei/  City,  22,  385-88,  36*6',  163, 

163-64 
Sketch  of  train,  163 


Stnd\  for  Pavonia — Jersey  City  (1),  Metropoli- 
tan Museum  of  Art,  387,  387,  163 

Study  for  Pflt;o/iifl—/er.s'C'!/  City  (2),  Metro- 
politan Museum  of  Art.  163 

Untided  (1),  nama,  164,  164 

Undtled  (2),  nama,  164,  164-65 

Untided  (3),  NAMA,  165,  165 
Martin,  Fletcher,  Celebration,  18,  389-91,  3,90, 

165,  165-66 
Man/  and  Her  Laittb  (unknown  artist),  259, 
259-60 

Matij  Frances  Ward  (Bingham),  64,  64-65 
McCord,  Ceorge  Herbert,  Landscape,  167,  167 
McFee,  Heniy  Lee,  Fruit  attd  Leaves,  392-94, 

393,  167,  167-68 
Medieval  Art  (Blashfield),  6g,  69 
The  Meetittg  (Corbino),  g6,  96 
Meltsner,  Paul  Raphael 

Paul,  Marcella  attd  Vatt  Gogh,  395,  169 
Paid,  Marcella  attd  Van  Gogh  (No.  2),  395-97. 
3,96',  168,  168-69 
The  Mill.  Sunset  (Cole),  23,  116,  194-99.  ^.95-  .9^- 
91-93 

Miller.  Richard  E.,  At  die  Wiitdow,  398-400,  399, 

169,  169-70 
Millett,  C;eorge  \'an 

Juha  A.  Browit,  170,  170-71 
Philij)  S.  Brotvn,  171,  171 
Minstrel  Show  (1),  nama  (Benton),  20,  78-81,  79, 

82,  28,  28-29 
Missouri  Lawijcr  (Benton),  45,  45 
Miss  Salhj  Coclirati  McGraic  (Bingham),  ,5,5, 

55-56 

Miss  Vestine  Porter  (Bingham),  49,  49 
Model  for  "Persephotte"  (Benton),  34 
Monsignor  James  P.  Timer  (Ealdns),  21,  245-51, 

247,  106,  106-7 
Tlie  Monument  (Stuempfig),  513-15-  5^4-  230. 

230-31 
Moran,  Thomas 
Bright  Angel,  173 

Castle  Rock,  Greett  River  Wyotttittg,  20,  173, 

173-  74 

The  Gate  of  Venice  (1),  C^ilcrease  Museum,  403, 
403,  172 

The  Gate  of  Venice  (2),  Cilcrease  Vluseum,  172 
The  Gate  of  Venice  (3),  (Cilcrease  Vluseum,  172 
Grand  Canijon,  20,  404-6,  405,  172,  172-73 
Sketch  fi-om  record  book.  174 
Venice,  172 

Venice,  the  Grand  Canal  with  the  Doge's 
Palace,  21,  401-3,  402,  171,  171-72 
Morning  Glories  (Benton),  100,  ,39,  39 
Morse,  Saumel  Finley  Breese 

Chancellor  James  Kent  (1),  nama,  174, 

174-  75 

Chancellor  jatnes  Kent  (2),  N(>w-York  Historical 
S()ciet\;  174 

Moses,  Crandnia,  The  Old  Checkered  House,  175. 

175-  76 


Mosler,  Heniy,  Stroll  in  die  Park,  407-10,  408, 

176,  176-77 
Moss  Prewitt  (Bingham),  56,  56 
Modter  and  Child  (Haw'thorne),  299-302,  300, 

127,  127 
Modter  and  Son  (Imnan),  140,  140 
Mount,  William  Sidney 

Study  for  "Winding  Up,"  413,  413,  178 
Winding  Up,  20,  411-15,  412,  177,  177-79 
Mountain  landscape  (Bingham),  6,5,  65-66 
Vlountain  Laurel  (Ruellan),  208,  208-9 
Mr  and  Mrs.  John  Custance  (West),  539-41,  540, 

247,  247-49 
Mr.  Hutchins  (Waldo  and  Jewett),  240,  240 
Mrs.  B.  W.  Clark  (Mary  Jane  Kinney)  attd  Pier 

Brodter  (Joseph  Beeler  Kinney?)  (Bingham), 

66,  66-67 

Mrs.  Beitoist  Troost  (Bingham),  17,  128-32, 

130  (detail),  131,  S9^  59-6o 
Mrs.  Cecil  Wade  (Sargent),  21,  479-83,  480,  213, 

213-15 

Mrs.  Hutchins  (\\'aldo  and  Jewett),  241,  241 
Mrs.  James  Gime  King  (Sarah  Rogers  Gracie 

King),  Wife  of  "The  Gold  Beater"  (Sully), 

516-19,  517,  232,  232 
Mrs.  James  Turner  Vance  Thompson  (Bingham), 

17,  61,  61 

Mrs.  johtt  Barrett  (Copley),  20-21,  200-204.  203, 

94  94-95 

Mrs.  John  Dent  (Sarah  Marshall  Dent) 

(Hessehus),  132,  132 
Mrs,  Mo.ss  Prewitt  (Bingham),  57,  57 
Mrs.  Stennett  (Peale,  Rembrandt),  195,  195-96 
Mrs.  William  Miles  Chick  (Bingham),  63,  63-64 
Mt.  Kiitahdin — November  Afternoon  (Haitley), 

18-19,  289-92.  290,  123,  123 
Murray  River  (Speicher),  222,  222-23 

Natural  Bridge,  Virginia  (Bennett  after  ^^'ard), 
534-  243 

Natural  Bridge.  Virginia  (\\'ard),  16,  532-35,  533, 

243- 243-44 

Near  Newport  (Bricher),  75 

Nude  Woman  (Eakins),  242,  243,  105 

Oil  and  Tempera  No.  1 — 1941  (Jonson),  358-60, 

359,  148,  148-49 
O'Keeffe,  Georgia,  Apple  Blos.soms,  21,  416-19, 

417,  i7g,  179-80 
The  Old  Checkered  House  (Moses),  175,  175-76 
Old  Farm — Monlclair  (Inness),  17,  346,  144, 

144-45 

Old  Fasltiotted  Girl  (Lorraine)  (Farnsworth),  11,5, 
115 

Tite  Old  Mill  (Koeniger),  151,  151-52 
Olive  Tree.  Mount  of  Olives  (Church).  87 
Onderdouk,  Robert  Jenkins,  K(y//7.s7(,  180.  180 
On  the  Harlettt  (Lawson),  376-78.  377.  158,  158 
Ott  the  Road  (Otter).  19.  420-23,  42J,  181, 
181-83 
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On  the  Rocks  (Beal),  38,  1.3,  13 
OjX'n  Count rtj  (1),  private  collection  (Benton),  41 
Open  Countrij  (2),  nama  (Benton),  104-6,  105, 
41,  41 

Orth,  JohnW.,  Clinjsanflieniuins,  180,  180-81 
Otter,  Thomas  Prondley,  On  tlie  Road,  19, 

420-23,  421.  181,  181-83 
Over  the  Mountains  (Benton),  62,  66,  22,  22 
Oyster  Gatherers  Retunjin^  (Sargent),  21, 

473-75-  474^  211,  211 

Palisades  (Benton),  54,  66,  18.  18-19 

Passing  Storni  Clouds  (Hart),  121 

The  Pathfinder  (1),  Gerald  Peters  Galleiy 

(Benton),  23 
The  Pathfinder  (2),  nama  (Benton),  61,  66,  23,  23 
Tlie  Pathfinder  (study)  (Benton),  23 
The  Path  of  the  Moon  (Wimgh),  245,  245 
Patrick,  John  Douglas 

BrutaUtij,      424-27,  425.  183-85 
Sf//r/(/  for  Brutality,  184 
Paul,  Marcella  and  Van  Gogh  (Meltsner),  169 
Paul,  Mareella  and  Van  Gogh  (No.  2)  (Meltsner), 

395-97,  ,396,  168,  168-69 
Pavonia — Jersey  City  (Marsh),  22,  385-88,  3S7, 

163,  163-64 
Peale,  Charles  Willson,  Catherine  and  Elizabeth 

Hall,  428-31,  429,  185,  185-86 
Peale,  Raphaelle 

Lydia  Hartford  Wallace  Berrett,  186,  186 

Robert  Berrett,  187,  187 

Venus  Rising  froni  die  Sea — A  Deception,  16, 

432-39>  433>  187,  187-94 
Peale,  Rembrandt,  Mrs.  Stennett,  195,  195-96 
Pencil  Sketch  of  Three  Figures  (Benton),  19 
Peny,  Lilla  Cabot,  Portrait  Study  of  a  Child,  23, 

440-42,  441,  196,  196-97 
Persephone  (Benton),  20,  21,  92-99,  93,  ,94, 

97  (detail),  3,3,  33-38 
Peto,  John  Frederick,  Books  on  a  Table,  22, 

443-45,  444,  197-  197-98 
Philip  S.  Brown  (Millett),  171,  171 
The  Piano  Le.sson  (Hav.'thorne),  126',  126-27 
The  Pigeon  (Cuny),  98,  98-99 
Pigtails  (Speicher),  223,  223-24 
Pilgrims  Landing  (Benton),  19 
The  Plaintiffs  (Benton),  44 

Ploughing  in  Acadia  (Walker),  529-31,  ,530,  241, 
241-43 

Ploughing — die  First  Gleam  (Walker),  242 
Poor,  Heniy  Varnum 

Dead  Pheasant,  17,  199,  199 

Sea.scape,  200,  200 
"Po])"  and  the  Boys  (Benton),  43 
Pop  and  the  Boys  (Benton),  43 
Port  Jefferson  (Berman),  110-13,  211,46,46-47 
Portrait  Head  (Brook),  75,  75-76 
Portrait  of  a  Boy  (Prendergast),  17,  446-48,  447, 

201 ,  201-2 
Portrait  (f  a  Boy  (unknown  artist),  260,  260 


Portrait  of  a  Family  (unknown  artist),  260, 
260-61 

Portrait  of  a  Lady  (Frieseke),  117,  117 
Portrait  of  a  Man  (Brown),  76,  76-77 
Portrait  of  a  Man  (R96-2)  (unknown  artist),  263, 
263 

Portrait  of  a  Man  (Shane),  216',  216-17 
Portrait  of  a  Man  (42-34/1)  (unknown  artist),  262, 
262-63 

Portrait  of  Anna  Ross  Tlioinpson  (Hathaway),  125, 
125-26 

Portrait  of  a  Woman  (Brown),  77,  77 
Portrait  of  Master  James  Kingsley  (1),  nama 

(Markham),  162,  162-63 
Portrait  of  Master  James  Kingsley  (2),  I  lirschl  & 

Adler  (Galleries  (Markham),  163 
Portrait  of  Monsignor  James  P.  Turner:  Pers])ec- 

tive  Study  and  Ground  Plan  (Eakins),  249, 

249,  106 

Portrait  of  Monsignor  James  P.  Turner:  Perspective 
Study  of  Tile  Floor  ( 1 ),  PennsvK  ania  Acad- 
emy of  the  Fine  Arts  (Eakins),  106 

Portrait  of  Monsignor  James  P.  Turner:  Per.sj)ective 
Study  (f'Tile  Floor  (2),  Penns\'Ivania  Acad- 
em\'  of  the  Fine  Arts  (Eakins),  106 

Portrait  of  ^h^lnsignor  fames  P.  Turner:  Perspective 
Study  of  Tile  Floor  (3),  Pennsylvania  Acad- 
emy oFtlie  Fine  Arts  (Eakins),  106 

Portrait  of  Monsignor  fames  P.  Turner:  Tran.sfer 
Pattern  (Eakins),  106 

Portrait  of  Mrs.  Jacob  Leander  Loose  (Christy), 
86,  86 

Portrait  of  VI rs.  Leon  M.  Leslie  and  Dr  Benja- 
min S.  Leonard  as  Children  (Evans,  W.), 
115- 115 

Portrait  of  My  Aunt,  Caroline  Walter  Neusladter 
(Stettheimer),  19,  498-500,  499,  22,5,  225 

Portrait  (f  Woman  icitli  Comb  (Lakeman),  154, 
154 

Portrait  Study  of  a  Child  (Peny),  23,  440-42,  441, 

196,  196-97 
Potential  Voter  (Bingham),  53 
Potdiast,  Edward,  Summer  Joys,  21,  200, 

200-201 

Prayer  (1),  nama  (Benton),  55,  56',  66,  19,  19 
Prayer  (2),  private  collection  (Benton),  19 
Prendergast,  Maurice  Brazil 

Casde  Island,  449-51,  450,  202,  202-3 
Portrait  of  a  Boy,  17,  446-48,  447,  201,  201-2 
Pueblo  Te.siujue,  No.  1  (Bellows),  50,  50,  5in.i3,  17 
Pueblo  Tesiujue.  No.  2  (Bellows),  23,  48-51,  49, 
16,  16-17 

Pushman,  Hovsep,  Head  of  an  F.gyptian,  203,  203 

l\aph(iel  West  and  Benjamin  West  Jr,  Sons  oj  the 

Artist  (West),  18,  542-44,  543,  249,  249-50 
Ras])berries  (Laux),  157,  157 
Rear  View  of  Sheep  (Cropsey),  97 
Reclining  Sheep  Facing  Right  (Cropsey),  97 
Redfish  (Onderdonk),  180.  180 


Regnier,  Claude,  Canvassing  for  a  Vote  (after 

Bingham),  53 
Remington,  Erecleiic 

Ho.stiles  Watching  the  Cohinin,  456-59,  457, 

204,  204-5 
Teacliing  a  Vlustang  Pony  to  Pack  Dead  Game, 

452-55.  453-  204,  204 
Teaching  a  Mustang  Pony  to  Pack  Game, 

454-55-  204 
Retribution  (Benton),  59,  66,  19,  19-20 
Retribution  (study)  (1),  private  collection 

(Benton),  20 
Retribution  (studv)  (2),  Denver  Art  Museum 

(Benton),  20 
Retribution  (2  studies  on  1  sheet)  (Benton),  20 
Richards,  \\'illiam  Trost,  St.  John's  Head,  Hoy, 

Orkneys,  20.5,  205 
Tlie  Right  Honorable  John  Eavfcr  (Stuart).  15, 

505-9,  506,  228.  228-29 
River  Valley  and  Distant  Hills.  Canipton.  N.H. 

(Durand),  234,  234,  102 
River  Valley  and  Di.stant  Hills.  West  Canipton. 

N.H.  (I^urand),  102 
River  Valley  with  Hills  Beyond,  Canipton,  N.H. 

(Durand),  102 
Robert  Berrett  (Peale,  Raphaelle),  187,  187 
Robinson,  Theodore 

Duck  Pond,  460,  462,  206 
The  Duck  Pond,  460-63,  461.  206.  206-7 
Group  of  Ducks.  460,  206 
Roesen,  Severin,  Two-Tiered  Still  Life  widi  Fruit 

and  Sunsei  Landscape,  10  (detail),  22, 

464-66,  465,  207,  207 
Roma  Johnson  Wornall  (Bingham),  133-35,  ^34- 

62.  62 

Rosenberg,  James  N.,  Adirondack  Cloudburst, 

208,  208 

Rosita  (Fleck),  116.  116 

Ruellan,  Andree,  Mountain  Laurel.  208,  208-9 

Saconesset  Hills  (Littlefield),  159,  159-60 

Sage,  Kav,  Too  Soon  for  Thunder,  20,  467-69,  46H, 

209,  209-10 

Samuel  Ritchey  (unknown  artist),  263,  263-64 

Samhj  (James),  146',  146 

Sandzen,  S\'en  Birger 

The  Great  Peak  (Longs  Peak)  (1),  470,  472,  210 
The  Great  Peak  (Longs  Peak)  (2),  470-72,  471, 

210,  210 

Sketch  of  Longs  Peak,  210 
Sara  Seated.  Leaning  on  Her  Left  Hand  (Cassatt), 

164,  j6'6',  78 
Sargent,  )ohn  Singer 

Francisco  Bernareggi,  21,  484-87,  485,  215, 
215-16 

Mrs.  Cecil  Wade.  21,  479-83,  4S0,  213, 
213-15 

Oyster  Gatherers  Returning.  21,  473-75-  474- 

211, 211 
Sj)anish  Dance,  212 
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Sargent,  fohn  Singer  iconliniiccl) 

Sliicli/  fur  "Sjxnii.sh  Daiicc,"  23,  222,  476-78, 

477,  211,  211-12 
Stn(l\-  for  Tlie  Spanish  Dance,  476,  212 
Two  IJanccns  (Stndy  for  Tlie  Spanish  Dance), 

Schooner  Close-Hauled  (Bricher),  160-63,  161, 
75.  75 

Seascape  (Poor),  200,  200 

Self-Porlrait  (Macdonakl-Wright),  21,  382-S4, 

.38,3,  161,  161 
The  Seneca  Discover  the  French  (1),  nama 

(Benton),  52,  42,  42 
The  Seneca  Discover  the  French  (2),  Power 

Authority  of  the  State  of  New  York 

(Benton),  42 
Shane,  Frederick  Emanuel,  Portrait  of  a  Man, 

216,  216-17 

Shai-p,  Joseph  Heniy,  Snoiv  Clonds—Taos  Vallcij. 

217,  217 
Slieeler,  Charles 

Conference  No.  1,  14  (detail),  30,  488-90,  489, 

218. 218-19 
Conference  No.  1  (Second  Version)  or 

Conference  No.  2,  490,  218 
Sheet  of  Architectural  and  Figure  Studies 

(Church),  iSg,  189,  87 
Shern',  Dorotliv,  United  Nations  Site,  229,  219 
Sihiani  and  Jerusalem,  View  of  the  Soutliea.'^tern 

Corner  of  the  Walls  of  Jeru.salein  and  of 

Silwdn,  Shown  from  the  Mount  of  Olives 

(Church),  87 
Silvery  Autunm  (Inness),  334,  141 
Simone  i/i  a  Bhie  Bonnet  (No.  1}  (Cassatt),  164,  78 
Sketchbook  (Chickens),  278,  280,  120 
Sketchbook  (3  studies  o{ Persephone)  (Benton), 

34 

Sketches  from  Syria  (Clun-ch),  87 
Sketches  from  tlie  journey  from  Palestine  to 

Petra.  Arabia  and  Back  (1),  C^ooper-Hewitt 

(Church),  87 
Sketches  from  llie  Jouriwy  from  Palestine  to 

Petra,  Arabia  and  Back  (2),  Cooper-IIewitt 

(Church),  87 
Sketch  for  "Portrait  of  Mon.sionnr  James  P.  Turner" 

(Eakins),  24S,  248,  106 
S7a'/(7i  for  "Struggle  for  the  Wilderness"  (Benton), 

Skelch  for  "The  Seneca  Discover  the  French" 

(Benton),  42 
Sketch  from  record  book  (Moran),  174 
Sketch  of  Longs  Peak  (Sand/en),  210 
Sketcli  of  train  (Marsh),  163 
Sloan,  John 

Kfitheiine  Sehou,  23,  491-94-  49^,  ^ig, 

219-20 

Sunday  Paper  on  ihe  Roof  220,  220-21 
Snow  Clouds— Taos  Valley  (Shaqo),  217,  217 
The  Sonata  (Hassam),  19,  293-98,  29,5,  124, 
124-25 


Sonutag,  William  Louis 

Eveni)ig  in  ihe  Mountains,  495-97-  49^^-  ^^i, 
221 

Fandsraj)e,  222,  222 
Spanish  Child  in  White  (Davey),  220-22,  221, 

100.  100 
Sj)anisli  Dance  (Sargent),  212 
Speicher,  Eugene 

Murray  River,  222.  222-23 
Pigtails,  22,3,  223-24 
St.  John's  Head.  Hoy.  Orkneys  (Richards),  205, 
205 

Stark,  Jack  Cage,  Circus  Girl,  224,  224-25 
"Starlight"  in  hlarbor  (Lane).  2  (detail),  23, 

372-75-373-  i55-  155 
Stetdieimer,  Florine 

Birthday  Bou<juei.  21,  501-4,  502.  226,  226 
Portrait  of  My  Aunt,  Caroline  Walter 
Neustadter,  19,  498-500,  4.9,9,  22,5,  225 
Still  Life  (Forster),  266,  267,  116,  116-17 
Still  Life—Striped  Ba.ss  (Chase),  181-83,  182,  84, 

84-85 

Still  Life  with  Apple  (Exans,  De  Scott),  263-65, 

264.  114,  114 
Still  Life  with  Flowers  (Benton),  100,  ,39,  39-40 
S7i7/  Life  with  Green  Basket  (\'asilieff),  2,39,  239 
Still  Life  with  Pears  (Evans,  De  Scott),  260-62, 

261,  11.3,  113 
Still  Life  with  Plums  (Stuempfig),  2,31,  231-32 
Sionehenge  (1),  Museum  of  Fine  Arts,  Boston 

(Cropsey),  207,  20S,  97 
Stonehenge  (2),  nama  (Cropsey),  21,  205-9,  206', 

20S  (detail),  96,  96-97 
Street  Scene  (Egri),  111,111 
Stroll  in  the  Park  (Mosler),  407-10,  408,  176, 

176-77 

Struggle  for  the  Wilderness  (1),  pri\-ate  collection 

(Benton),  23 
Struggle  for  Ihe  Wilderness  (2),  nama  (Benton), 

66,  67,  22,  22-23 
Stuart,  Cilbert 

Dr  William  A.spinwall,  21,  510-12,  511,  229, 

229-30 

Edward  Parker  of  Browsholme,  227.  227 
John  Foster  (Hodges  after),  228 
The  Right  Homn-able  John  Foster,  15,  505-9, 
506,  228,  228-29 
S7(/(/;r,s  f>r  "Persephone"  [i),  Kemper  Museum  of 
Contemporaiy  Art  and  ]:)esign  (Benton),  34 
Studies  for  "Persephone"  (2),  location  unknown 

(Benton),  34 
Study  for  Brutality  (Patrick),  184 
Study  for  Foreground  hulian  (1),  nama  (Benton), 
42 

Study  for  Foreground  Indian  (2),  nama  (Benton), 
42 

Study  for  "Hotel  de  France"  {\liw\s),  225,  225, 
101 

Study  for  'Jerusalem  from  the  Mount  of  Olives" 
(Church),  188.  188,  87 


Study  for  "Light  Battery  at  Gettysburg"  (i), 

Whitne\-  Museum  of  American  Art 

(Hopper),  135 
Study  for  "Light  Battery  at  Gettysburg"  (2), 

private  collection  (Hopper),  327,  328,  135 
Study  for  "Light  Battery  at  Gettysburg"  (3), 

\Miitne)'  Museum  of  American  Art 

(Hopper),  135 
Study  for  "Lost  Hunting  Ground"  (Benton),  22 
Study  for  Mural  (Benton),  23 
Stud\-  i'orPavonia^Jersey  City  (1),  Metropolitan 

Museum  of  Art  (Marsh),  387,  387,  163 
Stud\-  [or  Paronia— Jersey  City  (2),  Metropolitan 

Museum  of  Art  (Marsh),  163 
Study  for  Persephone  (1),  location  unknown 

(Benton),  34 
Study  for  "Persephone"  (2),  Benton  Trust 

(Benton),  34 
Study  for  "Port  Jefferson"  [i),  nama  (Berman), 
110,  110,  46 

Study  for  "Port  Jefferson"  (2),  nama  (Berman),  46 
Study  for  "Prayer"  (Benton),  19 
Study  for  Pueblo  Tesuque,  No.  2  (Bellows),  50, 
50,  17 

Study  for  Reading  the  Bible  (Johnson,  Eastman), 
14S 

Study  for  "Retribution"  (1),  location  unknown 
(Benton),  20 

Study  for  "Retribution"  (2),  location  unknown 
(Benton),  20 

Studij  for  "S])anish  Daiur"  (Sargent),  23,  222, 
476-78,  477,  211,  211-12 

Study  for  "The  Bathers"  (Cuny),  98 

Study  for  The  Sj)anish  Dance  (Sargent),  476,  212 

Study  for  "The  Thirsty  Drover"  (i),  NAMA 
(Edmonds),  108.  108-9,  no 

Stmhi  for  "The  Thirsty  Drover"  (2),  nama 
(Edmonds),  109,  109,  110 

Study  for  "The  You)ig  Sabot  Maker"  (Tanner), 
522,  523,  233 

Study  for  The  Young  Sabot  Maker  (i),  Smithson- 
ian American  Art  Museum  (Tanner),  233 

Stud\  for  The  Y<mng  Sabot  Maker  (2),  Smithson- 
ian American  Art  Museum  (Tanner),  523, 

233 

Stndy  for  The  Young  Sabot  Maker  (3),  pri\  ate 

collection  (Tanner),  233 
Study  for  "Wiiuhng  Up"  (Mount),  413,  413,  178 
Study  ofLcgfortlw  Painting  "Persephone" 

(Benton),  34 
S7(/(/(/  of  the  Southeni  Paii  ofjeni.salem  Shown 

from  the  Ahuint  of  Olives  (Church),  87 
Study  Version  of  "Persephone"  (Benton),  34 
StucMupfig.  ^\'alter 

The  Monument,  513-15-  5^7-  230,  230-31 
S/(7/  Life  with  Plums,  231,  231-32 
Sullv,  Thomas,  Mrs.  James  Gore  King  (Sarah 

Rogers  Grade  King),  Wife  of  "Tlie  Gold 

Beater'  516-19,  .517,  232,  232 
Sununer  Joys  (Potdiast),  21,  200,  200-201 
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Suiidaij  Paper  oil  fJw  Roof  (Sloan),  220,  220-21 
Suiisci  Glow  (Kt'ith),  19,  361-63,  .262,  i4g, 
149-50 

Sunset  on  tJie  Roeks — Neic])ort  (Ileade),  23, 

303-6,  ,30-/,  127,  127-28 
Tlie  Sun  Treader  (Portrail  of  Carl  Ru<i(s.Ies) 

(Benton),  15,  82-S5,  S3,  29,  29-31 

Tanner,  Henn'  Ossavva 

Studij  for  "The  Youii<i  Sabol  Maker,"  522,  ,523, 
233 

Stuclv  lor  The  youii<i  Sahot  Maker  (1),  Smitli- 

sonian  American  Art  Mu.senm,  233 
Stndv  for  Tlie  Yoiin<i  Sal)ot  Maker  (2),  Sniitli- 

.sonian  American  Art  Mu.senm,  523,  233 
StncK'  for  Tlie  Youn;^  Sabot  Maker  (3),  private 

collection,  233 
Tlie  Youii<!^  Saljoi  Maker,  22,  520-25,  521,  2.33, 

233-35 

Taubes,  Frederic,  Jr/ro/;  Wrestling  with  the  An^el, 

235-  235 

Tchelitchew,  Pa\  el,  Fatnia,  2.36,  236 
Teachiiif^  a  Mustan^i^  Pom/  to  Paek  Dead  Ganie 

(Remington),  452-55,  ^53,  204,  204 
Teaehing  a  Mustang  Pom/  lo  Pack  Game 

(Remington),  454-55,  204 
Ten  Pound  Island  (Homer),  134 
These  three  in  tlie  evening,  lunmonica  and  fuhlh' 

and  guitar  (Benton),  43 
Theus,  Jeremiah,  Frances  Warren,  17,  2,36, 

236-  37 

The  Thirsty  Di  'over  (Edmonds),  256—59.  -2575 
109,  110,  110-11 

Thomas  Hart  Renton  Paiirting  "Perseplione" 
(Eisenstaedt),  34 

Thumbnail  Sketches  of  Twelve  Sheep  at  Kensing- 
ton Gardens  ((.'ropsev),  97 

Thi/  W(n-d  Is  a  Lamp  unto  Mi/  Feet  and  a  Light 
unto  Ml/  Path  (johnson,  Eastman),  21, 

353-57-  354-  147^  147-48 
Too  Soon  for  Thunder  (Sage),  20,  467-69,  468, 

20Q,  209-10 
Tree  (Dove),  23,  228-31.  22.9,  101,  101-2 
Tree  I  (l^ove),  230,  230,  102 
Trial  bi/  Jun/  (Benton),  107-9.  ^o^-  44^  44 
Tschaikovsh/'s  Sixth  (1),  Ilirschl  &  Adler  Galleries 

(Branght),  74 
Tschaikovski/'s  Sixth  (2),  nama  (Branght),  154-59, 

^55-  74.  74 

Twachtman,  [ohn  Ilcnn',  Harbin-  View  Hotel, 

526-2S,  527,  2,37,  237-38 
Tivo  Children  with  Cat  (unknown  artist),  264,  264 
Two  Children  with  Dog  (unknown  artist),  264, 

264-65 

Two  Dancers  (Studv  for  The  Spanish  Dance) 
(Sargent),  212 

Tivo-Tiered  Still  Life  icith  Fruit  and  Sunset  Land- 
scape (Roesen),  10  (detail),  22,  464-66,  465, 
207,  207 


Umbrella  and  Sliaicl  (Benton),  44 
United  Nations  Site  (SheriA'),  2ig,  219 
Untitled  (1),  nama  (Marsh),  164,  164 
Untitled  (2),  nama  (Marsh),  164,  164-65 
Untitled  (3),  nama  (Marsh),  165,  165 
Untitled  (sketch  of  boy  with  hat)  (CJole),  92 
Untitled  (sketch  of  boy  with  wagon)  (Cole),  92 

Vallei/  with  Mountain  Range  Rei/ond.  N.H. 

(Durand),  103 
Value  Studi/  for  "The  Patlifinder"  (Benton),  23 
Value  Stiidt/  for  "Trial  bi/  fun/"  (Benton),  44 
Vase  of  Flowers  (Benton),  200,  .38,  38 
Vase  with  Flowers  (unknown  artist),  265,  265 
Vasilieff,  Nicholas,  Still  Life  wiHi  Green  Raskct, 

239^ 239 

Venice,  the  Grand  Canal  with  the  Doge's  Palace 

(Moran),  21,  401-2,  402,  171,  171-72 
Venice  (Moran),  172 

Venus  Comforting  Cupid  (West),  544,  250, 
250-51 

Venus  Rising  from  the  Sea — A  Deception  (Peale, 
Raphaelle),  16,  432-39,  433,  187,  187-94 

Vieiv  across  a  Vallei/  to  a  Distant  Range  of 
Mountains,  NJd.  (Duj'and),  103 

View  of  fenisalem  (Church),  87 

Vieiv  ofMalnafe  (Lucioni),  160,  160-61 

Waldo,  Samuel  Lo\  t'tt 

Jacob  Didi/inus  Cliitc  (and  Jewett),  2.39, 
239-40 

Mr  Huichins  (and  |ewett),  240,  240 
Mrs.  Hiitchins  (and  |ewett),  241,  241 
Walker,  Horatio 

Ploughing  in  Acadia,  529-31,  530,  241, 
241-43 

Ploughing — the  First  Gleam,  242 
Ward,  Jacob  C:. 

Natural  Bridge,  Virginia,  16,  532-35,  533,  24,3, 

243-  44 

Natiind  Bridge,  Virginia  (Bennett  after),  534, 
243 

Watkins,  Franklin  Chenanlt,  Blue  Chair,  244, 

244-  45 

Waugh,  Frederick  fudd.  The  Path  of  the  Moon, 
245^  245 

Weber,  Max,  Latest  News,  19,  536-38,  537,  246', 

246-  47 
West,  Benjamin 

Mr  and  Mrs.  Jolin  Ciistance,  539-41,  540,  247, 

247-  49 

Raphael  West  and  Renjamin  West  fn.  Sims  of 

the  Artist,  18,  542-44,  543,  249,  249-50 
Venus  Comforting  Cu])id,  544,  250,  250-51 
West  W/fif/  (Beal),  36-38,  37,  1.3,  13-14 
Wheeler,  William  Rnthven,/».v/».v  //,  Rodwell, 
252, 252 

Whitnev,  Eliza,  King  Nebiicliadnezzar  and  the 
Prophet ,  2^2,  252-53 


^^^ckhunl,  Ola  Alice  Forbes,  Young  Cottonwoods, 
2,53-  253 

Wieghoi'st.  Olaf  Indian  Trail,  25.3,  253-54 
Wild  Horses  and  Owl  (Lebduska),  23,  379-81, 

380,  159,  159 
William  Miles  Chick  (Bingham),  133,  6,3,  63 
William  Rockhill  Nelson  (Chase),  16,  42,  85, 

85-86 

Winding  Up  (Mount),  21,  411-15,  412,  177, 
177-79 

Winter  (CJignoux),  274-77,  275,  119.  119-20 
Winter  in  the  Dead  Wood  (Bloch),  22,  150-53, 

J51,  152,  72,  72-73 
Woman  bi/  the  Sea  (unknown  artist),  265,  265 
Woodland  Scene  (Lawson),  157,  157-58 
A  Woodland  Waterfall  (Kensett),  21,  364-68,  365, 

1,50,  150-51 
Wyant,  Alexander  Ilelwig 
Home  Farm,  2^4,  254 
Landscape,  2,5,5,  255 
Wyeth,  Newell  CJonvers,  Illustration  for  "Drums," 

23-  545-48.  546,  255,  255-56 

Young  Cottonwoods  (Wickham),  25,3,  253 
The  Young  Sabot  Maker  (Tanner),  22,  520-25, 
521,233,233-35 
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